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EDITORS’ NOTE

This new issue of the Journal of the International Society for Orthodox Church
Music contains approaches to a number of important themes from many different
angles. We begin, in the section for peer-reviewed articles, with a detailed study
by Victoria Legkikh of the 16th-century service to All New Russian Saints, part of
her continuing work on the hymnographical texts created in Rus’, in the Slavonic
language, as it developed its own Orthodox culture independently of the world
of Constantinople.

This is followed by a number of communications from conferences and
symposia that have been organized or co-organized by ISOCM, beginning with
composer Oleg Harkavyy’s discussion of liturgical music as a dynamic system,
Robert Galbraith’s survey of recordings of Rachmaninov’s All-Night Vigil and
Jopi Harri’s extensive investigation into performance practice at the Monastery
of Valaam in Finland, originating in papers given in Minneapolis, at the Pan-
Orthodox Liturgical Music Symposium in 2018, and the main biennial conference
held in Joensuu in 2019. Konstantinos Karagounis writes on the theological aspect
of performing Byzantine chant, and Tuuli Lukkala offers a fascinating overview
of her on-going research into the soundscape of Orthodox worship in Finland.

The performance of the Great Doxology between the 18t and 19t centuries
is the theme of the paper by Gerasimos-Sofoklis Papadopoulos and Polykarpos
Polykarpidis, as seen through various kinds of transcription and exegesis, and
repertories in use contemporary Orthodox worship in Portugal are the object
of the project presented here by Svetlana Poliakova, Joana Peliz and
Antodnio Baptista. This is followed by Michael Stroumpakis's presentation of the
intriguing case of the New Leimonarion by Ioannis Kavadas of Chios.

Susan Ashbrook Harvey’s keynote address from the 2020 ISOCM Symposium,
organized with St Vladimir’s Orthodox Seminary in New York, takes us on
a fascinating journey back to the liturgy of the early Syriac Christians, while
Tamara Adamov Petijevi¢’s paper from the same symposium discusses the
practical dimensions of the spirituality of the church musician. Juliana Woodill’s
contribution takes these ideas into the realm of the eminently practical, born of a
long and intense experience with working with budding church musicians.

Finally, we publish the obituaries of two luminaries of the world of Orthodox
church music, and far beyond: Katy Romanou and Dimitrije Stefanovié. For those
of us who knew them, these highly personal tributes will not only mean a great
deal, but one may also hope that they will serve as reminders of the huge potential
in terms of the shaping of the human mind that a discipline as apparently arcane
as musicology may have.

We end with a review of a truly remarkable new book by Andrew Mellas,
which deals very directly with that connection between liturgy and music, the
mind and the heart.

Very Rev. Dr Ivan Moody Dr Maria Takala-Roszczenko
Editor-in-Chief Editorial Secretary
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THE SERVICE TO ALL NEW RUSSIAN SAINTS:
PERFORMANCE THROUGH ASSOCIATIONS

VICTORIA LEGKIKH

Institut fiir Slawistik, Universitat Wien
vlegkikh@gmx.de

1 INTRODUCTION

The feast of the New Wonderworkers of Russia was instigated after the Macarius
councils of 1547 and 1549. The service to all new Russian saints on 17 July was created
by Grigoriy, a monk of the monastery in Sudzal devoted to St Euthymius in the 1550s.
According to Ivan Spassky, the author of the first service to all Russian saints was
born around 1500, and in 1530 entered the Saviour-Euthymius Monastery in Suzdal,
where he was received by Archimandrite German. The earliest manuscript with this
service belongs to the collection of the Trinity-Sergius monastery, and it dates from the
beginning of the 17" century. Originally, 17 July, the closest date to the commemoration
of St Vladimir, was chosen as the feast day,' but soon it was moved to the first Sunday
after the commemoration of St Elias.? However, in the 17*-century manuscript YunosHux
Boavuiozo Yenetickozo cobopa epemeriu Ilampuapxa Qurapema (written in about 1626), we
find the feast on the day after Pentecost but before the day of All Saints.? In the 18"
century, the feast disappeared from the official calendar and remained only in the
calendar of the Old Believers.* It was published several times in the 18" -19™ centuries’,
the latest publication may be found in the so-called “green menaion” in 1991°.

The modern celebration of all the saints who illuminated the land of Russia was
established by decision of the Local Council of the Russian Orthodox Church in 1917-
1918. At the meeting on the 7/20 August, there was presented a report by Professor Boris
Turaev about the celebration of the commemoration of all the saints, the new Russian
wonderworkers. The report gave a brief overview of the history of the service for the

1 Manuscript of the 17th century of the Trinity-Sergius monastery ITcaamupv c soccaedosaruem (Psalterium
ecclesiosslavicum) RSL, f. 304/1, Nr. 337, Ff. 557-571.

2 See Apxuernuckon Cepruit, IToanviit Mecsuecaos Bocmoxa, V. 1 P. (Baagummnp, 1901), 312-313.

3 Bpemennux Obuecmea Viemopuu u dpesrnocmeii Poccutickux. V. 22 (Mocksa, 1855), 125.

4 See 1. Crracckuit, “Ilepsast cay>k6a BceM pyCCKMM CBATBIM 1 ee aBTop,” 2Kyprar Mockosckoil nampuapxuu
8 (1949): 50-55.

5 See A. B. Bosnecencknit, Kupuaruueckue usdanus cmapoodpsdueckux munozpaduii xornya XVII — navara XIX
eexa: Kamanoz (lennnrpag;: Msaateabcrso JleHnHrpaackoro yuusepcnutera, 1991), 125, 137, 143, 145.

6 Mutnes. VMioav. Beimn. 2 (Mocksa: V3aaTeabckuit coBeT pyccKoll IIpaBocAasHoM epksy, 1988), 209-227.
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new Russian wonderworkers, examples of such services (the Old Testament forefathers,
the monks of Athos, and others) and proposed the restoration of the celebration of
their commemoration after the commemoration of All Saints. Having heard the report,
the Council determined to restore the celebration of the day of commemoration of
all Russian saints on the First Sunday of St Peter’s fast and to publish the re-edited
service by Pentecost. The article was transferred to the publishing department of the
Council where it was accepted with minor amendments. The correction of the service
was entrusted to Turayev and the priest Afanasiy’ (Sakharov), who was himself later
canonized. The service was almost completely rewritten; only a few of the old hymns
remained. The initial version of the service was published as a brochure by the civil
press in Moscow in 1918. Afanasiy continued to correct the service throughout his life.
The next edition was published in Moscow in 1946. The final text of the service, more
extensive than that of the first editions, was released in the Menaion prepared by the
Moscow Patriarchate in 1978-1989.

The service was studied by Ivan Spassky who confirmed Grigoriy’s authorship and
defined some biographical facts. Grigoriy was very productive, writing 14 hagiological
works, but the Slovo (eulogy) to all Russian saints and the service to all Russian saints are
his most important creations. It was called “the new word in Russian liturgical writing”°.
The Slovo to all Russian saints was published by Archimandrite Makary (Veretennikov)™.
It attracted attention of several researchers, and was studied and reworked by several of
them, especially Afanasiy Sakharov, who reworked the service over the course of many
years'!. The canon to all Russian saints created by Sergius Schelonin was studied by
Oleg Panchenko'?. The earliest version was carefully studied for Turaev’s report, who
noticed a very important point: that the service was constructed according to the model
of the sevice for Cheesefare Saturday with some direct borrowings (for example, the
first sessional hymn)®. The nun Ignatiya (Puzik) studied the composition and poetics
of the service, but her work does not consider the fact that the service makes much use
of borrowings, so the analysis of the poetics of the service in her work is not complete.'

Since the service is one of the typical products of Russian hymnography after the
councils of Macarius, it seems to me interesting to analyse the way in which it was
created. The aim of this paper is an attempt at analysing the first version, showing
the borrowings, combinations of borrowings and “new” hymns. In this article I will
concentrate on the analysis of the small and great vespers. Since the textology of the
service is not the aim of this article, I quote it from the earliest manuscript, containing
this service without comparison with other manuscripts and old printed books, which
show some small changes.

7 Saints’ names appear in Latin/English form (Theodosius etc.), but more recent people, and also the
hymnographers, are given in their Russian form.

8 A. A. llykamesny, “Bcex cBATBIX, B 3eMAe POCCUIICKON HPOCUABIINX, Heaeas,” in [Ipasocaastas anyuxA0nedus
V. IX. (Mocksa: LlepxosHo-Hayunsit 11eHTp «[IpaBocaasnas sHIfUKA0IeAN:», 2005), 705-706.

9 Poctucaas (/o3uHCKNIL), IpOT., Pycckasn aumypzuieckas nucomerrocmo (ITymu ucmopuueckozo paseumus u
anaaus 60z0cao6cko20 codeprkarus). V. 1: XI-XVI ct. (Koctpoma: MAA, 1967), 245.

10 Makapuii (Beperennukos), apxum. “Drioxa HOBBIX uyaoTsopues (IToxsaabHOe CA0BO HOBBIM PYC. CBSTBHIM
nnoka I'puropmna Cysaaanckoro),” Arvga u Omeza 2 (13) (1997): 128-144.

11 Adanacuir (Caxapos), emt. CAyx0a écem ceamvim 6 semae pyccxou npocussuium (Mocksa: TTpaBocaasHbIN
Casro-TuxoHoscknit borocaosckmit muctutyT, 1995).

12 O. B. ITanuenko, “V3 apxeorp. passickanuii: II. «Kanon Bcem cBaATeIM, 1oke B Beanmen Pocun B mocre
npocusasmum» — cod. Ceprus Ieaonmna,” in Tpydor Omdera Apestepyccxoir Aumepamypor (TOAPA) V. 56 (C.-
Ietepbypr: Amutpuit byaanun, 2004), 453-480.

13 Adanacmir (Caxapos), ern. “O mpasgHuKe Bcex CBATHIX B 3eMae Poccuiickoit mpocusasmmux u o Cay>kOe Ha
ceit npasanuk,” Poccuiickuil npasocaasviil yrusepcumem anocmoia Voarna bozocaosa. Yuenvie sanucku, 1 (1995): 93.
14 Urnatns (ITetposckas, Ilysuk), “O cozganum cay>k051 BceM poccuiickum cesaTeiM,” Aabda u Omera 3 (44)

(2005). https: //www.pravmir.ru/o-sozdanii-sluzhbyi-vsem-rossiyskim-svyatyim/
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The service created by Grigoriy, the oldest version of the services to all Russian
saints is a solemn vigil service created according to the models of the existing Russian
hymnography used in the 16™ century, especially after the Macarius councils. Since
the service is addressed to all Russian saints and consists of hymns devoted to
specific saints, the hymns are often borrowed from the service of those saints with or
without elaboration. Not only does this facilitate the creation of the service but it is
also thematically justified. The service is a complex creation and illustrates the main
principles of writing a new service used by many hymnographers at that time.

The service seems to me important as a perfect example of the service of the period
after Macarius’s councils of the 1547 and 1549. Almost every service uses models
and direct borrowings but at this time we can find more services compiled from
borrowings'. The service for all Russian saints shows accuracy in using borrowings,
so sometimes they do not need any adaptation and follow the main model of the
Cheesefare service, using further models and borrowings for new hymns, which suit
Russian saints better. A combination of borrowings, creation according to the model
and creations made mainly of common topoi makes the new service original but at the
same time full of recognizable allusions. The service starts with small vespers devoted
mainly to the Baptizer of Rus, St Vladimir, and to the founder and monks of the Kievan
Caves Monastery, St Anthony. Some hymns are borrowed without any changes (for
example the text of the doxastikon for small vespers devoted to St Vladimir is borrowed
directly from the service devoted to him). However, their different arrangement in
the service makes it seem as though he is creating a new cycle. In cases of creating a
common hymn to several saints, something can be borrowed from another service but
there are still clear parallels with the original usage. For example, the beginning of the
doxastikon at the end of the small vespers is borrowed from the service to the Holy
Fathers of the First Council.

My purpose here is to present the hymns of small and great vespers in comparison
to each other and show the mechanism of an accurate combination of the borrowed,
adapted and newly-made hymns. For convenience, all the hymns are translated into
English and in the case of borrowings, tables with comparisons of the model and the
new hymn are employed.

2 SMALL VESPERS
First, let us examine the composition of small vespers.

TABLE 1: HYMNOGRAPHY FOR SMALL VESPERS

Stichera of “Lord I

have cried’, mode 1,
prosomoion “Wondrous
miracle’

JVBHOE 4I040: BeAMYaBbli Pa3yMb
ory0.4s1eTcs AHeCh U PhIAAIOT
BCSUbCKasl AyKaBasl BOMHbBCTBa

Wondrous miracle! The dignified
mind is being ruined today and all
the evil powers are weeping.

AVBHas 4I040M ITy4YMHa ThI OBICTD,
Bacuane, BozpacTuspiy HaM
BBTBU boronaca>kaenHast u 1185TbI
6Aar0yxaHmI HaM MCTOYaloIa

You are a wondrous abyss, O Basil,
growing for us God-planted bran-
ches and exuding for us fragrant
flowers.

AMBHO U IIpecAaBHO YI0A0:
11oChTIA HBI OT BOCTOKD CBBIIIIE,
BeAMKIs pasyl MUAOCTH

Wondrous and great miracle! You
came to us the dawn from on high,
for the sake of great mercy.

15 See, for example, V. Legkikh, “/BoriHas perermyst mpu GOpMIpPOBaHNI KHAXKECKOM CAY>XKOBI: cay>Kba
cB. Aaexcanapy Hesckomy xax mogean,” Scripta & e-Scripta 16-17 (2017): 107-131; V. Legkikh, “®@opmmposanie
KHSIKeCKOM cay>k0n1. KommaexkcHbll aHaams Hacaeaus ruMuorpada 16 sexka Mmuxamaa,” Wiener Slawistischer
Almanach 81 (2018): 231-255.
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Doxastikon, mode 8

ITpunakre, creniemcs, Bcu
IIpa3AHOAIO0NN, K 4eCTHBI
ramMsTu orua Pyckaro n
HacTaBHMKa Ha1tero Baaanmepa

Come, let us gather, all feast-lovers,
for the all-holy commemoration of
Vladimir, the father of Russia father
and our mentor

Stichera Aposticha,
mode 6

Ilpertoao6ub oTye AHTOHME,
BOCHUSLAD €CH, KO COAHIIe, 1
o3apmna ecu Pyckyio crpany

O reverend father Anthony, thou
shone forth like the sun, and illumi-
nated the Russian land

IIpennoao6uB oTue Peoaocue,
3€MHBIX Ma/A0BPEMIHHATO XUTHUS
n30bra ecu

Reverend father Theodosius, you
have avoided earthly temporality

INpennoao6HM OTHIM U LIBBTU
AyxosHun, Pycrbu crpanb
TIOXBaA0 1 yAoOpeHue u
BCBM BBPHBIM 01aroyTHUIITHOE
IIpUICTaHUIIe

Reverend fathers and spiritual flow-
ers, the praise and fundament for
the Russian land and a shelter from
storm for all the faithful

Doxastikon, mode 2

Tauns! gHech Jyxa TpyOHI,
boronocusisa o112 BOCXBaAUM

Today we praise the secret trumpets
of the Spirit, God-bearing fathers

Troparion, mode 3

IIpeuectHas Bepcra borom
BO3AI00/€HHas1, OTII
npebaakeHNn

Righteous coevals, beloved by God,
the most blessed fathers

2.1 STICHERA OF ‘LORD, I HAVE CRIED’

The first cycle of stichera of ‘Lord, I have cried’ is devoted to St Vladimir, the converter
of Rus, so the solution was to borrow the complete texts of the hymns devoted to him.

The first sticheron is directly borrowed from the service to St Vladimir, where it is
the first sticheron in the cycle of the aposticha (Mode 1), in the great vespers of the vigil
service of the latest version'®.

TABLE 2: THE FIRST STICHERON

First Sticheron of the First Sticheron of ‘Lord
Aposticha of Great I have Cried’ of Small
Vespers for St Vladimir, Vespers for All Saints,
Mode 1 Mode 1*

O mpecaasHOe 41040!

O glorious miracle!

/JuBHOe 91040:

A wondrous miracle:

JAyKaBa BOMHBCTBA,

wers are weeping,

AyKaBasl BOMHCTBa,

Beanuasein pazym The dignified mind | Beanvasb pasyms The dignified mind is

rory0.s1eTcs AHecCh, is being ruined rory04seTcs AHeCh being ruined today,
today,

U PBIAAIOT BCTIeCKast and all the evil po- | 1 ppIAQIOT BCAYbCKas and all the evil powers

are weeping,

BUAUIIY BBTBU ceKyllla

seeing the cutting

BUAsIIIE BETBb CYIITYIO,

seeing the true branch,

BCBAVMYHBL, off of the wild bran-

ches,
cna010 boxxnero n by God’s might BCECUAHOIO planted by the omnipo-
Horonacaxxgaema u both planted by boxxecrsennoro tent divine grace,
HpocAaBAsieMa, God and glorified, 0aaroaaTmio

IpecakaeMy,

u cBbTa0 BeHuaBaeMa oT | and brightly crown- | u ceBTa0 BhbHUaeMa OT and brightly crowned
Bora, ed by God Bora by God
16 We can see it in later manuscripts and in the version published in so called “green” menaion.
17 Quoted from the Menaion of 1509, RSL, F 304, no. 580, f. 133v.
18 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 558-558v.
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BeAnKa Bacuana

the great Basil,

BeankKaro BaCMAMH,

the great Basil,

Harrero spHnaro

our faithful leader

Haniero HadvaAbHNMKa

our leader to baptism

HavaJHNKa KpeIleHuIO,
u TbMB cBbTa0 mpocebTy | and with this, brightly
a1oau Cpost enlighten Thy people
with light
BO BCBX CTpaHax in all the countries of
napsctsust Tsoero boxxe | Thy kingdom, O God.

The changes are minimal: there is a

TABLE 3: THE SECOND STICHERON

small addition, “u ThMB cBBTA0 HIPOCBBTU
a10ay Cost Bo BChbx crpaHax rapsctsust Tsoero bosxe” (“and with this, enlighten Thy
people with light in all the countries of Thy kingdom, O God”) at the end. This direct
borrowing is caused by the fact that both hymns are for the same saint, the Baptizer
of Rus. The decision to devote the first hymn to Vladimir creates also a deeper parallel
with the beginning of Christianity and the Apostles, since it was he who converted Rus,
and he was canonized as equal-to-the Apostles.

The second sticheron of small vespers is borrowed from the third sticheron of the
cycle of ‘Lord I have cried” (Mode 4) from the service to St Vladimir.

Third Sticheron of ‘Lord,
I have cried’ of Great
Vespers for St Vladimir,
Mode 4"

Second Sticheron of ‘Lord,
I have cried’ of Small
Vespers for All Saints,
Mode 1%

Kopens nipaBosbpia ThI

You were the root

yZ',I/IBHa}I 49I1040M ITy4MHa ThI

You are an abyss,

OblcTD ecn, Bacuane?, of the true faith, O | 6p1cTB, Bacuane, wondrous with mi-
Basil, racles, O Basil,

HaIloeHb Xe /JyXoMb filled with the

ITpecBATHIME, Most Holy Spirit,

BO3PaCTUBBIN HaM'b BETBI
OorocasHbla

growing for us
God-planted bran-
ches

BO3pacCTMBbIN HaM BBTBI
BOFOHacaX(AeHHbI}I,

growing for us the
God-planted bran-
ches,

UBBT 61aroyxaHus
JCTOYAIOIa

that exude the fra-
grance of flowers,

1 UBBTHI OAaroyxaHus HaM
JICTOYAIOIa

that exude the fra-
grance of flowers

bopuca uyrognaro u
I'2t6a, peBHUTEAS
0aro4ecTuIo

the wonderful Bo-
ris, and Gleb, the
zealots for piety

bopuca uyroanaro u I'at0a,
peBHUTEAS 61arO4eCTIIO

the wonderful Boris,
and Gleb, the zealots
for piety

KBITISITY BCBM BBPHBIM
00IAHO YI0AECHI

who pour out
abundant miracles

KUIIsIIa BCbM BBpHBIM
001MAHO YI0AECHI.

who pour out abun-
dant miracles to all

to all the faithful. the faithful.
C HuMMKe IIpeACTost Standing with C HuMIKe ITpeACTOos Standing with them
Xpucry Moancs them before Xpucty, MOAKCA LIapIO before Christ, pray to
Christ, pray Halemy our King

KHsI3eM'b HalllUM'b [IOAaTU
1100BAbI Ha [TOTaHHbLS
Bparsl

that our princes be
granted victories over
the infidel enemies

CITaCTu " HpOCB’BTI/ITI/I
Aylia Hamia.

that our souls be
saved and enlight-
ened.

U YMMPUTHU BCETO MUpPa, U
CriacTy AyIIN Hallls.

and peace to all the
world, and that our
souls be saved.

19
20
21

Quoted from the Menaion of 1509, RSL, F 304, no. 580, f. 132v.
Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 558v.
Basil is the Christian name of Vladimir.

215



JISOCM VoL. 4 (2), 211-242

The only difference between these texts is the first phrase, which is the first phrase of the
second sticheron of the cycle of the aposticha (Mode 1) of great vespers of the service
to St. Vladimir on 15 July. The technique of combining texts was popular in the 16%
century and particularly beloved by the hymnographer Mikhail, who created a service
to St Alexander Nevsky.”? The hymnographer Mikhail often combined the first part of
one borrowed hymn with the second part of the next borrowed hymn to the same saint,
but it was also possible to take two different hymns for a new compilation, so two parts
of two different hymns were used to create a new one. In this example (Table 3), we see
only the first phrase taken from the other hymn to the same saint, so the combination is
the following: one phrase comes from one sticheron to St Vladimir and the rest is from
another sticheron to him, taken from the same service. The reason for this change in
the borrowed hymn could be the relation to the first sticheron: both stichera in the new
service have almost an anaphorical beginning connected with a miracle: “ Jusnoe 41040”
and “AuBHas 41040M IIy4Ha ThI ObICTB, Bacuane”.

Another reason for changing the incipit is that direct borrowing is less recognizable
with a different incipit, and it also provides a parallel with another sticheron to St Vladimir
“/lMBHasI 9I040M IIy4lHa, XXecTocepaun bora He pasymema”. It is also important that
in both stichera, the children of St Vladimir, Ss Boris and Gleb, are mentioned. In St
Vladimir’s sticheron, Ss Boris and Gleb are called branches coming from the root. This
image leads us to the next sticheron, where the image is further developed as many
branches, coming from the same root.

The third sticheron is created mainly from known topoi, by using an idea from the
first troparion of the sixth ode of the canon to St Vladimir. The second part of the sticheron
mentions the names of certain saints.

TABLE 4: THE THIRD STICHERON

to St Vladimir?

First Troparion of the
Sixth Ode of the Canon

Third Sticheron of ‘Lord,
I have cried’ of Small
Vespers for All Saints,
Mode 1*

KomncrsaTnHa Th OBICTD,

rious king Constan-

BOCTOKD CBEBIIIIE,

baarouecrnio By your piety, you | AusHo u npecaasso uiogo | Oh, wondrous and
PEeBHUTEAD, were a zealot glorified miracle
C/laBHAro 1apst O Basil, of the glo- nocbrua Hel I'ocrioap ot You came to us, O

Lord, the dawn from

Bacnane, tine, the high,
IIPOCBBTUBIIIATO who enlightened by | Beauxus pagu muaocry, by the great mercy,
KpeljeHneMb baptism the Helle-
€4AMHLCKAro poJa, nic race,
THI K€ AyX0BHOIO Oanero | while You magni-
AIOAY CBOSI IPECBBTA0 ficently renewed
00OHOBIA ecu Your people by the
spiritual bath
22 See, forexample, V. Legkikh, “On the Question of the Heritage of Michael, a Sixteenth-Century Hymnographer:

The Mechanism of the Creation of a Service,” in Creating Liturgically: Hymnography and Music. Proceedings of the Sixth
International Conference on Orthodox Church Music. University of Eastern Finland, Joensuu, Finland, 8-14 June 2015, ed.
Ivan Moody & Maria Takala-Roszczenko (Joensuu: Kopijyva, 2017), 69-81.

23 Quoted from the Menaion of 1509, RSL, F 304, no. 580, f. 139-139v.

24 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 558v.
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IIPOCBETH U OCBATH AIOAY
CBos1 OaHero 6aarodecTusl,
ceaTeiM KpemenueMm,

enlighten and sancti-
ty Thy people by the
spiritual bath, the holy
baptism,

U 4apOBa HaM HaCTaBHUKI
u yKpbriurean Bpe,
IIPeroA00HBLA OTLIA

having granted us
mentors and fortifiers
of the faith, the reve-
rend fathers,

UXOKe CoIeaIrieecs
coraacHo y0aaKum

whom we praise, ha-
ving come together,

Amntonus, Pyckus seman
MHIXOM ITpBOHa4a/AbHIKa,

Anthony, the first
leader of the monks of
the Russian land,

Peoaocust >Ke peBHUTeAs
CrlaceHuIo,

Theodosius, a zealot
for the salvation,

u JAvoHuCusI,
200poabTeleM HacTaBHUKA

and Dionysios, the
guide to virtues,

VIX3Ke MOAUTBAMMU OT MBI
KO CBBTY npubarkaeMcst

with their prayers we
come nearer to light.

The first phrase of this sticheron also mentions a miracle, so all three stichera form a
cycle with an anaphorical beginning, springing from the prosomoion of the cycle. It
should also be mentioned that the first and the third stichera are almost identical in their
initial phrase. The second part of the sticheron is on account of the fact that the service is
devoted to all Russian saints. The third sticheron makes a bridge between Vladimir, the
root of Russian Christianity, and other Russian saints, coming like branches from this
root. Here the image of branches is not used, it is given in the previous sticheron, but
through the quotation of the sticheron to St. Vladimir “enlighten and sanctify Thy people
by the spiritual bath, the holy baptism” it can be made a connection with his image
combined with the image of the branches coming from the same root.

Thus, in the cycle we can see three different possibilities of creating a new
hymnographical work used in the 16™ century: direct borrowing, direct borrowing of
the incipit from one hymn and the rest of the text from another, and free use of topoi
of the model. Nevertheless, the work can still be seen as an original one because of the
music: not only are the prosomoia, attributed to the model texts, not identical to the new
ones, but the models also belong to three different modes. Only in the first sticheron,
the musical mode follows the model (mode 1). Since the first new sticheron uses the
technique of direct borrowing from the model text, it would have probably been difficult
to change the mode, yet its prosomoion is different. In the three stichera, we also see an
interesting development in that the first sticheron is devoted to St Vladimir alone, while
the second is devoted to St Vladimir and Ss Boris and Gleb, and the third to St Vladimir
and all Russian saints coming after him.

The doxastikon at the end of this cycle demonstrates the classical style of borrowing
in the 16™ century, since all of it has been borrowed, including the mode. In this case, the
source is the doxastikon in mode 8 for St Vladimir.
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TABLE 5: DOXASTIKON

Doxastikon for St Doxastikon for All
Vladimir, Mode 8% Saints, Mode 8%
[Tpunabre, crrenemcs Come, let us gather all | [Tpunabre, creremcs, Come, let meet all of
BCU together BCU IIpa3AHMKOAIO0LEL, | us, the feast-lovers,
Kb 4eCTHBU ITaMsITI to the righteous com- | K yecTHBu nmamsTu orja | the pure commemo-
otna Pycckaro n memoration of the Pycckaro u HacraBHmka | ration of the father
HacTaBHIKA HAIIIETO father of Russia father | mamero Baaammumpa. of Russia and our
Baaaumepa: and our mentor: mentor.
cb 60 oT eaanH poaucs, | He was born of pa- Ceit 60, OT eaaMH He was born of pa-
gans, PpOXXABCS, gans,
U BB3A1001 and he loved Christ BO3AI00MBD and he loved Christ
BBH3AI00UBIIIATO U Who loved him, BO3AI00A€BIIIaro Who loved him.
Xpucra, Xpucra,
n k Hemy:xe B3b126, to Him he rose, rejoi- | x Hemy >xe B3b1ge, He rose to Him rejoi-
paaysics, cing paaysics, cing,
cb IIpaMarepuio csoero | with his grandmother | c npamarepuio Eaenoio | with his grandmother
Eaenoio?. Helen Helen
Bcst 60 a10au cBost Hayun | all his people he BCsI AI0AVI CBOSI Hay4ll He taught all his folk
BbpoBaTU taught to believe BbpoBaTU to believe
U TTIOKAQHSTHCS BB and to bow down to U TTIOKAQHSTHCS B and to bow to God,
Tpounu eaunomy bory, | God, One in Trinity, Tpoune Eaunomy Bory, | One in Trinity.
a A0ABI YIIPa3HNBD, he trampled idols and | a mgoasr xe paspymms, | he trampled idols and
rorrpa destroyed them rorpa destroyed them
U U3PaCcTy HAMM CBOU and grew for us his U U3PaCTU HaM CBOU and grew for us his
yecTHBU ABTOpacauy, righteous shoots, Ro- | wectabn abropacan, righteous shoots, Ro-
Pomana n Aassiga®. man and David. Pomana un Jasbiga. man and David.
TBMBXe U MbI, CBBTA0 Therefore also we, TBM U MBI, CBBTA0 Therefore also we,
HBIHDB TbeMy mamsaTh nx | today brightly and 9TyIIla HBIHB, ITBCMU brightly venerating
BBpHO uTye, A1000BuI0 | faithfully venerating | mamaATh 1xb BBpHO, today, with songs their
HpasHyNM their memory with npasayem memory faithfully
songs, celebrate with celebrate;
love;
Aa moadarcs Kb ['ocriogy, | let them pray to the MoauTtecs ko I'ocriogy pray to the Lord
Lord
KHsI3eM HallluM nmogaTtu | to grant victory to our
110654y Ha IIoraHbla princes over the pagan
Bparsl enemies,
yMUPUTH Bcero mupa, n | to grant peace to all UCIIPOCUTH MUP [that they] beseech
CriacT AyIila Hallla. the world and to save | Mmuposu u gymiam peace to the world
our souls. HaIIIM and great mercy to our
BEANIO MUAOCTb. souls.

The direct borrowing employed in this sticheron concludes the composition of the first
cycle (of ‘Lord, I have cried’), which is thus both begun and concluded by using this
technique. With regard to the model text, the doxastikon almost does not change place
in the service, since in the service to St Vladimir it belongs to the same cycle of stichera
of ‘Lord, I have cried’ of great vespers. The analysis of the first cycle thus shows the

25 Quoted from the Menaion of 1509, RSL, F 304, no. 580, f. 132v-133.

26 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 558.

27 The Christian name of the great princess Olga.

28 The Christian names of the sons of the great prince Vladimir Boris and Gleb.
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movement from one to many saints, from the root to the branches, and it immediately
conveys the main idea of the service: after the conversion, Rus came to be perceived
as a “holy land”.

2.2 STICHERA APOSTICHA

The cycle for the aposticha is devoted to the first Russian monastics, the founders
of the Kievan Caves monastery, St Anthony and St Theodosius, yet it uses incipits
common to many other cycles of this service. There is no direct borrowing from the
original services to St Theodosius or to St Anthony.

The new sticheron to St Anthony is a combination of known topoi from existing
hymns dedicated to Russian monastics. The present composition is, however, more
elaborate and creative. The common incipit, ‘O venerable father’, is followed by a
phrase that is used in many hymns, referring to the saint as a rising sun. We see it
also in the kontakion to St Anthony, ‘Ko cBeTO3apHOe CcOAHIIE, BO BCA KOHITBI 3€MAU
soscusa ecrt’ (‘like a brightly shining sun, you shone to all the ends of the earth’).

The technique of combining is even more clearly visible in the following phrase,
which is borrowed from the troparion to St Barlaam of Khutyn, which, in turn, borrows
from the Canon to St Paul (Ode 1, troparion 3, in Mode 8): ‘o 3akony ke gapuchbn
SABABCs, BMBHIAD ecu BCsl yMeTsl 1 Xpucra mpuoopbas ecu’ (‘[although] you were
one of the Pharisees, you came to consider everything as manure and received Christ’).
After this, we see a free composition according to the model of the troparion to St
Anthony:

TABLE 6A: THE FIRST STICHERON OF THE APOSTICHA

Troparion for St Anthony of Canon to St Barlaam of Khu- | First Sticheron of the Aposticha
the Kievan Caves, Mode 4% tyn, Ode 1, Troparion 3*' of Small Vespers for All Saints,
Mode 6*

IIpertoao6ub oTye AHTOHIUE,

BO3CUAAD €CU SIKO COAHITEe,

Ot MupbcKaro MsTeXKa ucies, 1 o3apuab ecu Pycckylo crpany,
B TUXOe IIpUCTaHuUIIIe

Caarsra I'oper AdoHa gocTUTAD | 3eMAeHaa U MUMO TeKVITaa, 3eMHas I MUMO TeKYIIas aKu

ecn, naexe aKM YMeTbl BMBHUCS, YMBTBI BMEHUB
paBHOAITeABHO KUTHE MOXKNUAD | U XpucTa eAnHaro npuobpba | Xpucra eannaro npuobpban
ecu, ecn (...) ecu,
OTTyAy>Ke IIpUIIeAb, OTIe u sxe B Kneps nemepy
AHTOHIE, boroaaposannyio i,
OreyecTBO CM TPOCBBTUAD el SIKO Irpadb cAbaaa ecu,
MHO>KeCTBY MHOYeCTBYIOIIMX 1 coOpa MHOK MHO>KeCTBa,
CTe3I0,
Xpucrosu puBeAs ecH, ¢ HUMIKe Mo Ko 'ocriogy,
Eroske Moau criactucs AyIiam CITIaCTHCS HaM
HAIIIM.

29 Quoted from the Menaion of 1514, RSL, F 304, no. 568, f. 192.

30 Quoted from the Menaion of the 16th century, RSL, F 304, no. 551, f. 282-282v.

31 Quoted from the 17th-century Menaion RSL, F 304, no. 501, f. 94.

32 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 558-558v.
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TABLE 6B: THE FIRST STICHERON OF THE APOSTICHA (TRANSLATION)

Troparion for St Anthony of
the Kievan Caves monastery,
Mode 4%

Canon to St Barlaam of Khu-
tyn, Ode 1, Troparion 3

First Sticheron of the Aposticha
of Small Vespers for All Saints,
Mode 6

O venerable father Anthony,

You left the tumult of the world
to follow Christ according to the

You arose like the sun,

Gospel

Mount Athos.

you led a life equal to the An-
gels and reached the haven of

and lit up the Russian land,

nure

you have considered earthly
and ephemeral things as ma-

you have considered earthly and
ephemeral things as manure

you received only Christ (...)

you received only Christ

fatherland at Kiev,

From thence with your fathers’
blessing you illumined your

And the cave in Kiev, given to
you by God,

town

you made into the likeness of a

and His kingdom.

where you led a multitude of
monks along the path to Christ

monks,

and you gathered a multitude of

Pray to Him, O Holy Anthony,
that He may save our souls

with them pray to the Lord

to save us.

The new sticheron to St Theodosius is an edited doxastikon of the common service to

the holy fathers.

TABLE 7: THE SECOND STICHERON OF THE APOSTICHA

BpeMeHHbISI OTHIOAD
BO3HeHaBUABBIIIe,

beauty of the world
and the temporal food,

Ma/0BpeMEHHAro KT
n30Bras ecu,

Doxastikon of the Second Sticheron of

Common Service to the Aposticha of Small

Holy Fathers™ Vespers for All Saints,
Mode 6*

INpenroao6HM OTITHI, Venerable fathers, IIpertoao0HB oTUe Venerable father Theo-
deogpocue, dosius,

MMpa KpacoThl 1 IuIa | you came to hate the 3€MHBIX you have turned away

from earthly tempo-
rality,

B34100Abl11Ie,

JTHO4YEeCKOe >KUTHe I1age

and to love monastic
life more,

¥ MTHOYECKOe SKUTUEe
maye BO3AI00UB,

and loved monastic
life more,

n arreaom

cobecBbaHuI OBICTE,

you were collocutors of
angels,

aHreA0M’b COOBCBAHIUE,

you were a collocutor
of angels,

33 The translation is quoted from the Internet source http://www.coptics.info/Bishop_Alexander/saints_july_
aug.htm. Itis a translation of a slightly different contemporary version: Ot Mupckaro MsTe>Xa ucIiej, OTBep>KeHreM
>Ke MIpa eBaHTeAbCKM XPUCTY I10CAe]0BaA eCU U paBHOaHTeAbHOe JKUTHe TTOXKWB, B TiXoe Ipuctanuiie CBAToie
T'opsr Adona goctura ecn. OtoHyayke 6aarocaoseHmeM oTIes B ropy Kmesa mpuies, m TamMo TpyA0A100HO
KM3HB copepInB, OTeuecTBO CBOe ITPOCBeTNA eCl, I MHOXKeCTBY MOHAIIIeCTBYIOIINX CTe310 BeAyIyTo K Hebecnomy
ITapcTsuio rmokasas, XpucTy cus rpusea ecu. Eroxxe Moan, AnTonne rpemnogo0He, Aa CriaceT AyINy Hallla.

34 Quoted from the 17th-century Menaion RSL, F 98, no. 99, £. 47.

35 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 558v.
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” CBBTUAHNIIN and radiant illumina- | ©bcom moaxu noryoma | and you destroyed

MHOTOCBBTAUU tors of the universe. ecun regiments of demons.

BCceAeHHbU

JI04eCMI SIKOXKe You shine by your

BTOpOE COAHIIE miracles like a second

CHTIONTE, sun,

HO O BCEX Hac yet remember us all,

IIOMIHANTe,

COBepIIalONINXb who commemorate

CBAIEHHYIO NTaMATh your holy memory,

BaIlly,

MbI 60 9aja BaIma for we are your child- | mbI 60 TpaBbIM ITyTh We have learnt from
ren you to walk on the

U1 OBITHI CAOBECHBIX and sheep of your ver- | To6010 1IECTBOBaTI right path,

BaIlINXD YIEHNN bal teaching BBABXOM,

U BaCh Ha IIOMOIITb and we call you for U T Ha TIOMOIITh and we call you for

NIpU3BIBaeMDb help IPU3HIBAEMD, help,

IIpocsiIre BaMu praying, through you | mpocsie To6oro praying, through you

HIpUATA MUPD U BeAuIO | to obtain peace and a | mpusTUM Mups 1 BeAuio | to obtain peace and a

MIAOCTB great mercy. MIAOCTD great mercy.

It can be seen that the adaptation mainly concerns shortening the original text by
removing some phrases. The only actual changes are found in the second phrase where
“you came to hate the beauty of the world and the temporal food” is changed into “you
have turned away from earthly temporality”. The change does not affect the sense of
the phrase much, yet it gives more novelty to the new hymn.

The third sticheron is a de-personalised composition on a known topoi:

TABLE 8: THE THIRD STICHERON OF THE APOSTICHA

Third Sticheron of the Aposticha of Small Vespers for All Saints, Mode 6*

IIperrogo6HUM OTLIM M UBBTU AYXOBHIH, Venerable fathers and spiritual flowers,
Pyccrbit crpan’ moxsaao u yA00pbHIe the praise and ornament of the Russian land
1 BCbM BEPHBIM 6.1aroyTUIITHOE IIPUCTaHNIIIE, and shelter from storm for all the faithful,
Pycckast >xe 3eMs1, TPOIIOBBAYSI XBaAUTCS: The Russian land proclaims and praises herself,
umbs 60, pede, B OO HEMCTOIITUMOE having, she says, an inexhaustible treasure,
COKpOBHUIIIE,

sKe 60 1 ThaecHB A3BIK yMOade, of which the physical tongue remains silent,
HO 4l0jeca CBUABTeAbCTBYIOT but the miracles testify

npocaasAsiaro Bac I'ocrioga, to the Lord, who has glorified you.

Emy >xe moanrecs Pray to Him

AapoBaTii HaM BeAMIO MIAOCTb. to grant us great mercy.

As in the cycle for “Lord, I have cried”, we can see different ways of borrowing and
composing with common topoi. This cycle also has an anaphorical beginning (“Venerable
father’), and the composition develops from the first two stichera, praising mainly one
saint, to the third which is devoted to many and composed using common topoi.

36 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 558v.
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Thebeginning of the last doxastikon of small vespersis borrowed from the doxastikon
devoted to the Seventh Ecumenical Council (the seventh week after Pentecost):

TABLE 9A: DOXASTIKON OF THE APOSTICHA

Doxastikon devoted to
the Seventh Ecumenical

Doxastikon of the Apos-
ticha of Small Vespers for
All Saints, Mode 2

Council, Mode 6

Taunsrsa auecs Ayxa Tpyosr | The secret
trumpets of the
Spirit,

Tannas anecs JAyxa
TPyOBI,

The secret trumpets
of the Spirit,

OOTOHOCHBIST OTITHI
BOCXBaAUM,

the God-bearing
fathers, we prai-
se today

boronocHsprs OTIbI
BOCXBaAVIM

the God-bearing fat-
hers, we praise today

After this phrase, the doxastikon continues with a list of the saints. In this case, the
adaptation includes a change of the mode: the original sticheron in the sixth mode

becomes a sticheron in the second mode.

TABLE 9B: DOXASTIKON OF THE APOSTICHA

Doxastikon, Mode 2%

Tarine! gHech Ayxa TpyOH,

Sacred trumpets of the Spirit,

BoronocHbLs OTIIBI BOCXBAaAMM:

the God-bearing fathers, we praise today:

Baaaumepa npebaaxenaro,

the most blessed Vladimir,

AVIKOBCTBYIOIIIe, KYITHO IIpOCAaBUM AHTOHUS, U
Deogocust n AumoHmCHs,

with gladness, together with him we praise Ant-
hony, Theodosius and Dionysios,

HaCTaBHIVIKI VMIHOKOM,

mentors of monastics,

¢ HuMmike 0aaxxnm u Ceprust, u Bapaammst u
Eypumnsa u Kupnaa,

with them we praise Sergius, and Barlaam and
Euthymius and Cyril,

Auvutpus, n Aspaamus, [lapuytis n
Maxapus

Demetrius, and Abramius, Paphnutius and Ma-
carius,

U BCA ITPOYMS PYCCKNA CBETUABHUKNA.

and all other Russian luminaries.

ZJlHech TOp>KecTBO Ballle CBBTAO Ipa3HyeM,
IpernoA00HUM OTIIH,

Today we brightly celebrate your triumph, O
venerable fathers,

MoauTe o Hac Ko 'ocrioay, criactu Ayia Hala.

pray for us to the Lord, to save our souls.

In this doxastikon, the general acclamation precedes the naming of saints, those already
venerated in the service (Ss Vladimir, Anthony and Theodosius) and those who will be

praised further in the service.

2.3 TROPARION

The troparion uses the incipit from “other’ stichera on ‘Lord, I have cried” for the service
to Ss Boris and Gleb on 24 July, and there is only one known version of this service.

37

Quoted from the 17th-century Menaion RSL, F 304, no. 33, f. 558v-559.
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First ‘Other’ Sticheron
of ‘Lord I have Cried’
to Ss Boris and Gleb,
Mode 1%

Troparion for All Saints,
Mode 3

ITpeuecrHas Bepcra 1 Righteous coe-

IIpeuecrnas Bepcra,

Righteous coevals,

Boromsb BB3a100aeHast vals, beloved by Borososaiobaenas, beloved by God,
God,

My4eHMKa IIpecAoByInas | great martyrs otum rpedaakeHnn, most blessed fathers,

bopuce 1 I'aB0e Boris and Gleb, IpaBOCAaBUIO HaCTaBHUIU mentors of Orthodo-

Xy,

This incipit is followed by topoi related to the holy fathers.

TABLE 10B: TROPARION FOR ALL SAINTS

Troparion for All Saints, Mode 3%

IIpeuectnas Bepcra, borososarodaenas,

Righteous coevals, beloved by God,

oty mpebaaskeHn!, IPaBOCAaBIIO HaCTaBHUIIY,

most blessed fathers, mentors of Orthodoxy,

B HeOeCHBISI OOMTeAN, SIKO Ha KOAeCHUIIN,
A00poABbTeAMM B3bIAOCTE,

to the heavenly abode, as if on a chariot, you rose
with your virtues,

TernAmnm 3aCTyITHNIu PyCKa}I 3eMAn

tender intercessors for the Russian land

" BCbM B’BpHI)IM CTpaHaM yTBEP KAEHIIE,

and foundation for all faithful countries,

XpI/ICTy MOAUTEC

pray to Christ

AapoBaTyl HaM BeANIO MUAOCTb.

to grant us great mercy.

The new troparion makes an interesting reference to the first canonized Russian saints,
Boris and Gleb. While they are not mentioned by name, the borrowed incipit creates an
allusion to the beginnings of Russian Christianity and its roots.

3 GREAT VESPERS

TABLE 11: COMPOSITION OF THE GREAT VESPERS

Stichera of ‘Lord, I have cried’,
mode 6, prosomoion ‘O won-

derful miracle’ HacaABAHUYE

CasaTureaio orye 0Aa>kKeHbIN
Aaexchbe, alTIoCTOA0MD

O blessed holy father Alexios,
the heir of the apostles

Pyckus semas

Cearurearo otde Iletpe,
CBBTUAHINYE MHOTOCBBTABIN

O holy father, the blessed Peter,
a radiant illuminator of the
Russian land

CpsaTUTEAEM IaMSITh U napro
HameMy Apb>KaBa

The commemoration of saints
and the power of our king

38 Quoted from the 17th-century Menaion LMAB, F 19, no. 170, f. 197.
39 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 559.
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Stichera of ‘Lord, I have cried’,

mode 6, prosomoion “Venerab-
le father’

IIpertoaobnb oTYe, AyIITYy CBOIO
€ ThA0M OYMCTUB

Venerable father, you purified
your soul and your body

Boromyape orue caasne Ey-
¢uMme, MOCTHUKOM THI OBICTH
roxsaaa

Venerable father, glorious Eut-
hymius, you are the praise of
those who fast

IIpennoao6HMI OTIIH, TTOEM
U BocIrbBaeM mnpecsbra0e
TPBXKECTBO Ballle

Venerable fathers, we sing
and praise your magnificent
triumph

Doxastikon, mode 8

Anecs 6aarogats Ceararo dyxa
npocsbTu 1 ocBbTy Pyckyio
3eMAI0

Today the grace of the Holy
Spirit enlightens and sanctifies
the Russian land

3 paroimia

Stichera of the Lity, mode 1

IIpunaure cHUANTECS ATOAUIE
pycTum K yecTHBI aMsATH
Baaamvupa npebaasxenaro

Come together, Russian people,
to the pure memory of the bles-
sed Vladimir

Paaymnca napcrso Pyckoe
BbpHOe, IIpesxe OF HeBBpHO

Rejoice, the faithful Russian
realm, which before was unfai-
thful

ITpeuectHas Bepcra
BO3411004€Has1, MyJeHIKa
apecaosytias bopucs u I'atsbe

Righteous beloved coevals, the
great martyrs Boris and Gleb,

ITpuabre Bcyu BbpHUH,
IIPero400HBIX OTEIh AUK
BOCITOEM

Come, all faithful, let us prai-
se with songs the choir of the
venerable fathers

KTo nspeuer oT 3eMHOPOAHBIX
JI0AHAs BaIla KUTU

Who among the earth-born can
describe your miraculous lives

Doxastikon, mode 6

ke o obpasy codaroaliie
HeBpeJuMa

You preserved the image unde-
filed

Stichera of the Aposticha,
mode 2

CpBrHaa pycKas Myd9eHUIIN
IIpexBaaHNN, CBATUTEAN Ke,
HpOCB"BTI/ITe/H/I Bep"B

Most praised luminaries, Rus-
sian martyrs, holy fathers, and
enlighteners of the faiths

Ben momoanmcea Xpucry, mxe
TBOp:IIIe IaMsATh AHeCh

Let us all pray to Christ, Who
makes this day the commemo-
ration

Beu mbeMu 4yXOBHBIMU
BO30IINEM, Kpacyucs u
Beceaucs rpage Cyxkaaae

Let us sing spiritual songs,
rejoice and be joyful, o city of
Suzdal

Doxastikon, mode 6

OTeuecki COCTaBD,
Ipa3AHOAIO0IN, IPUANTE U
IbCMM BOCXBAaAIM

Come, let us praise with songs
the fatherly company

The hymns of great vespers are devoted to Moscow saints.

3.1 STICHERA OF ‘LORD, I HAVE CRIED’

The first sticheron is devoted to St Alexios of Moscow. It is created according to the
model of the troparion to St Peter of Moscow, with the addition of the miracle of St

Alexios from his vita.
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Troparion to St Peter
of Moscow, Mode 4%

First Sticheron of ‘Lord, I
have Cried’ for All Saints,
Mode 6*

baaropbpHO MOXXMBL B
MUpe JKUTHE YHCTO,

You lived your life
in the world virtu-
ously and in purity,

CBATUTEAIO OTYe
Oaa>xeHHBIN Aaekcbe

O blessed holy father
Alexios,

HpOCB’BTI/I/l ecn

HPOCEBTUB ydeHUeM enlightening the arocroaoMd Hacabauude | heir of the apostles,
BCe/EeHHYIO world by your
CBATUTEABCTBA ITpueMb | priestly teaching,
I1acTBY, you received a

flock,
arocToA0Mb O heir of the TBI Pyccky1o 3eMa10 you enlightened the
HacAbAHMUe. apostles. Y4E€HMU CBOMMH BCIO Russian land by your

teachings,

Tem npuems Aapb
yi04ech oT bora,
orue Ilerpe,

For this you re-
ceived the gift of
miracles from God,

U, IPUUM JIOAecC Aap OT
bora,

and, having received
a gift of miracles from
God,

bory

O father Peter,
HepbpHaro naps napunio | going to the Horde,
e B Opay, ucnieana ecu | you healed the queen
of an infidel king.
HO He 3a0y AU OTYMHEI Do not forget your
cBoes1, Pycckus semast. homeland, the Russian
land,
Moau Xpucra bora pray to the Lord, Ho BcBx Hac momunan, but pray for us all,
l'ocoaa Christ [our] God npeacros 5o caasb Xpucry | standing in glory befo-

re Christ [our] God

Ja criaceT AyIIIy HaIla

to save our souls.

Ja criacets Teb6b paan
Ayma Hallia.

to save through your
intercession our souls.

The choice of the model is interesting, as the second sticheron in the new service is
devoted to the same St Peter of Moscow. The author does not use direct borrowing,
but the model is still recognizable. The mode is also changed. The model connects two
Muscovite saints on the textual level but with small changes; the addition of St Alexios’s
miracle and the change of the mode make the borrowing more discrete.

The second sticheron, which is now devoted to St Peter of Moscow, is an edited
doxastikon of the common service to the holy fathers, which we have already seen
among the models for the hymns in the small vespers (in the case of the sticheron to St
Theodosius, which featured almost direct borrowing from the original). The doxastikon
to the holy fathers was borrowed, in turn, to the service to St Sergius of Radonezh with
a small change (“the Russian land” instead of “the universe”). From that service, the
doxastikon was borrowed to the service to St Euthymius of Suzdal. Since the latter
two are identical, it is difficult to say whether the service to all saints borrowed from
the service to St Euthymius of Suzdal or to St Sergius of Radonezh. In any case, in
the service to all saints it is shortened, and the last lines are changed, and as we have
already seen with small vespers, the mode is also changed.

40 Quoted from the 17th-century Calendar and Menaion RSL, F 304, no. 365, f. 37v.
41 Quoted from the 17th-century Menaion (RSL, F 304, no. 337, f. 559) where it is the first sticheron. Other
manuscripts change this order and give it as the second one.
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TABLE 13A: THE SECOND STICHERON OF ‘LORD, I HAVE CRIED’

Doxastikon of the Com-
mon Service to Reverend
Fathers, Mode 8*

Doxastikon of Small
Vespers to St Sergius of
Radonezh, Mode 8%

Doxastikon for St
Euthymius of Suzdal,
Mode 8*

First Sticheron
for St Peter of
Moscow, Mode 6*°

INpertoaoOHM OTITHL,
MUpa KpacoTsl, U INIIa
BPEMEHHBISI OTHIO,
BBb3HEHaBUABBIIE,

IIpennoao6He oTue,
MIpa KpacoThl, 1 IINIa
BpPeMEeHHBIsI OTHIOA
BBb3HEHABUAD,

INpertoao0HB oTUE
Eypummne, mupa
KpacoThl U IIUIIA
BpeMeHHbIa OTHIOJ,
BO3HEHaBUAB,

CasTuTeaio, otde
ITerpe,

MHOYEeCKOoe KUTIe I1ade
B34100AbI11e,

MHOYECKOoe KUTIE I1ade
BBH3AI00MBbD,

MHOYECKOe SKUTIE
rmaye BO341001,

U arreA0oM cobecBAHUIIN
OmpICTE,

U arreAoM cb0echbAHUKD
OBITU CITIOA00MCSL,

U areaoM’b cOBCBAHUK
OBIB CITOA00MCSL,

¥ CBBTUAHUIN
MHOTOCBBTAUU
BCceAeHHbBI,

U CBBTUAHUKD
MHOTOCBBTABIN PyccKbrst
3eMsl,

U CBBTUACHUK
MHOTOCBBTABL
Cy>KaacKblsl 3eMAH,

CBBTUAHIYE
MHOTOCBBTABIU
Pycxus semas,

q104eCMU SIKO>Ke BTOpoOe
CO/HIIe CUsAIOIIe.

JI0AeCMU SIKOKe BTOpOe
CO/HIIe CHasl.

J104eCMI JIKOXKe
BTOpOE COAHLIE CIISIA.

qI0A€CHhMU BO
11apOCTBYIOIIEM
rpaae Mocksb, sIKO
BTOpPOE COAHIIE,
CULSISI,

Ho o BcBx Hac
I[IOMIHaNTe,
COBPBINAIONINXD

CBSIINEHHYIO ITaMsTh TBOIO:

Ho BcBx Hack moMuHau,
ChBPBIIAIOIINX

CBSIINEHHYIO ITaMsTh TBOIO:

Ho BcBx®s Hac
IIOMMHAU
CBepIIaIONI X
CBAIIEHYIO ITaMsATh
TBOIO:

HO BCeX Hac
MOMUHAMN,
CBepIIaIOIMX
CBAIEHYIO ITaMsATh
TBOIO,

MBI 00 Yasa Ballla, 1 OBII
CAOBECHBIX TU YYEHN,

MBI 00 4aga TBOsI, 1 OBLIa
CAOBECHBIX TU YIEHN,

MBI 00 4aga TBOa 1
OBIla CAOBECHBIX TU
yYeHNN,

MBI OO 4asa TBOsI

U BaCch Ha IIOMOIIb
IIpU3bIBaeM,

U Ts1 Ha TIOMOIIb
IIpU3bIBaeM,

U Ts1 Ha TIOMOIIb
IIpU3bIBaeM,

¥ TBOIO TIaMsITh
CBBTA0 Mpa3aHyem

IIpocsiiie BaMI ITPYsITI
M1upa 1 BeANIO MUAOCTb.

Ipocsie TOOO0I0 MPUATU
MMpa 1 BeANIO MIUAOCTb.

mpocsiie ToO0I0
OPpUATA MUPB U BeAUs
MIUAOCTH

oTye rpebAakeHe
ITerpe,

Moan Xpucra bora
Ja craceTnb Tede
paju Ayliia Hallla.

42 Quoted from the 17th-century Menaion RSL, F 98, no. 99, f. 47. For the service to one holy father it was
often taken from the service to several, as it is in this manuscript. Thus I also quote from the service for several holy
fathers.

43 Quoted from the Menaion for September of 1505, RSL, F 304, no. 466, f. 271v.

44 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 539-539v.

45 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 559-559v; in some other manuscripts it is the

first sticheron. Other manuscripts change this order and give it as the second.
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Doxastikon of the Com-

Doxastikon of Small

Doxastikon of Small

First Sticheron

mon Service to Holy Vespers to St Sergius of | Vespers to St Eut- of “Lord I have
Fathers, Mode 8 Radonezh, Mode 8 hymius of Suzdal, Cried’ to All
Mode 8 Saints, Mode 6
Venerable fathers, Venerable father, Venerable father, O holy father
Peter,

you came to hate the
beauty of the world and
the temporal food,

you came to hate the
beauty of the world and
temporal food,

you came to hate the
beauty of the world
and temporal food,

and to love monastic life
more,

and to love the monastic
life more.

and to love the monas-
tic life more.

you were collocutors of
angels,

You were allowed to be a
collocutor of angels

You were allowed
to be a collocutor of
angels

and radiant illuminators

and a radiant illuminator

and a radiant illumina-

a radiant illumina-

of the universe. of the Russian land, tor of the Suzdal land, | tor of the Russian
land,
You shine by your mi- shining by your miracles | shining by your shining by your
racles like a second sun, like a second sun. miracles like a second | miracles in the ro-
sun. yal city of Moscow

like a second sun,

yet remember us all, who
commemorate your holy
memory,

Yet remember us all, who
commemorate your holy
memory:

Yet remember us all,
who commemorate
your holy memory:

Yet remember us
all, who comme-
morate your holy

memory,

for we are your children, | for we are your children, | for we are your child- | for we are your

and sheep of your verbal | and sheep of your verbal | ren, and sheep of your | children,

teaching, teaching, verbal teaching,

and we call you for help | and we call you for help | and we call you for and we brightly

help celebrate your

memory.

praying, through you to | praying, through youto | praying, through you | O most blessed Pe-

obtain peace and a great | obtain peace and a great | to obtain peace and a | ter, pray to Christ

mercy. mercy. great mercy. God to save, by
your intercession,
our souls.

The third sticheron, as was the case in small vespers, is a combination of topoi used in
Russian services, in general.

TABLE 14: THE THIRD STICHERON OF ‘LORD I HAVE CRIED’

Third Sticheron for All Saints of ‘Lord I have Cried’, Mode 6%

CasTuTe €M I1aMsITh U Japio HaeMy Aep>KaBo,

The commemoration of saints and the power of
our king,

Beceaie 00 TOP>KeCTBO Ballie,

joyful is your triumph,

oy rpebaakeHn,

O most blessed fathers,

U, O TOM XBaAsiliecs, raarolaeMb:

and, praising it, we say,

46 Quoted from the 17th-century Menaion. RSL,

F 304, no. 337, f. 559v.
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He 3a0yAuTe OTYMHEI cBoes1, Pyckust semast,

do not forget your fatherland, the Russian land,

HO BCBX HaC IOMMHaNUTE,

but remember us all,

CBepIIAIOIINX aMATh Ballly,

who celebrate your memory,

BCECBSITUN OTIIN,

O all-holy fathers,

MOAUTECA 3a HaC KO Tocnozly.

pray for us to the Lord.

We can observe that the composition of this cycle is the same as in the small vespers: the
first and the second stichera are mainly devoted to one saint and the third to all Russian
saints. All three stichera also have an anaphorical incipit (which is changed a little in
the third). Thus we can already see that in his cycles, Grigoriy tries to preserve the same

composition.

The next cycle of stichera is devoted to monks of Holy Trinity Lavra of St Sergius.
The first sticheron demonstrates direct borrowing from the service to St Sergius of
Radonezh, without even changing the mode, as we have already seen in the small
vespers, where the first sticheron is directly borrowed from the service to St. Vladimir.

TABLE 15: THE FIRST “OTHER” STICHERON OF ‘LORD, [ HAVE CRIED’

First Sticheron for St
Sergius of Radonezh on
‘Lord I have Cried’ in the
Small Vespers, Mode 5%

First ‘Other’ Sticheron for
All Saints of ‘Lord, I have
cried’, Mode 5%

[Ipertoaodbue otue, aymry
CBOIO C T5A0M OYNCTUBD,

Venerable father,
you purified your
soul and your body,

IIperioao6HB oTUe, AyLIy
TBOIO C TBAOM OYIICTUB

Venerable father, you
purified your soul
and your body,

Caaromy Ayxy
IIpeKkpacHaa oOuTeAb

SIBUCSL,

and you appeared as
a beautiful abode for
the Holy Spirit,

u Cearomy Ayxy
IIpeKpacHasl o0uTeAb
SIBUCSL,

and you appeared as
a beautiful abode for
the Holy Spirit,

U CAaBHa TS KOHIIEM,
npebaaxene Ceprue,
CbABS:

who made you fully
praised, o most bles-
sed Sergius,

VIDKe CAaBHA TS KOHIIEM,
npebaaxene Ceprue,
coaes,

who made you fully
praised, o most bles-
sed Sergius,

BB UI0AeChX JKe BeAuKaro
CBBTUAHIKA,

great illuminator in
miracles,

B 4104eChX >Ke BeAnKaro
CBeTUAHIIKA,

great illuminator in
miracles,

OpocsbTUBINA B MpaIrh
CyIllaa, sIKO HacTaBHIUKA
MHOKOM,

who has enlightened
those in darkness, as
a mentor to monas-
tics,

IpockbTUBINA BO MpaIrh
cyIrasl, IKO HaCTaBHMKa
MHOKOM,

who has enlightened
those in darkness, as
a mentor to monas-
tics,

cIeAniecs BeAeMyApeHo
yOAaXKUM.

we, having gathered
together, venerate
with wisdom.

CIIleAIIecs, BeAeMyApeHo
yOAaXKUM.

we, having gathered
together, venerate
with wisdom.

The second sticheron is devoted to St Euthymius of Suzdal. Here there is no direct
borrowing, but it is possible to see that the stichera of ‘Lord, I have cried” from the
service to St Euthymius serve as models.

47 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 397v.
48 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 559v.
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TABLE 16A: THE SECOND “OTHER” STICHERON OF ‘LORD, I HAVE CRIED’

Second Sticheron for St
Euthymius, of ‘Lord, I have
cried’, Mode 5%

Third Sticheron for St Euthy-
mius of ‘Lord, I have cried’,
Mode 5

Second Sticheron for All Saints
on ‘Lord, I have cried’, Mode 5°!

IIpennoao6He oTue,
Eypumue

IIpennoao6He oTue,
Eypumune,

Bboromyape orge caasne Eypumue,

04aroaathb IIpremM
Ilpecssitaro Ayxa,

B He3aXxoarMasl Bbllleal ecCu,

IIOCTHMKOM THIN OBICTH I1IOXBajla

u Cesaromy Ayxy npekpacHast
oduTeAD SABICH,

Mupa KpacoTbl OTHIOA
BO3HeHaBUAe,

Mupa KpacoTbl OTHIOAD
BO3HeHaBUAD

BBICOKM Up'BTO3BX 400pogbTean
peayrorosass, <...>

oT MAaabIx Horreu bora
BO3A100UAD eCcn

ot 1oHoctu bora Bo3anobu

1 6bcom Toryona ecu
IIOAKIA,

U THBCHBIN IIYThH IMeCTBOBAA
ecn,

Y TBCHBIM IIVTH ITEeCTBOBAAD €CI.

IIOCTHUKOM
TEHI OBICTD ITOXBaAa <...>

Cy>XaaabCKOM CBBTABIN
CBBTUAHIIYE,

71 BCesL PyCI/I TeriAbIN 3aCTyIIH4e,

MOAsIC O HaC KO FocnoAy

IIOMIAO0BATI AyIlia Hallla

TABLE 16B: THE SECOND “OTHER” STICHERON OF ‘LORD, I HAVE CRIED’ (TRANSLATION)

Second Sticheron for St
Euthymius of ‘Lord I have
Cried’, Mode 5

Third Sticheron for St Euthy-
mius of ‘Lord I have Cried’,
Mode 5

Second Sticheron of for All Saints
on ‘Lord I have Cried’, Mode 5

Venerable father Euthymius,

Venerable father Euthymius,

Wise-in-God father, glorious Eut-
hymius,

you received the grace of
Holy Spirit,

you entered in the place of no
entrance,

you are the praise of those who
fast,

and you appeared as the beauti-
ful abode for the Holy Spirit,

you came to hate the beauty of
the world,

you came to hate the beauty of the
world,

preparing high bridal chambers
by your virtues,

49 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 539v.
50 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 540.
51 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 559v-560.
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you loved God from your you loved God from your youth,
young nails [years]

and you destroyed the regi-
ments of demons

going by the narrow path. going by the narrow path.
You are the praise of those bright luminary of Suzdal,
who fast [...]

the tender intercessor for all Rus,

pray for us to the Lord

to have mercy on our souls.

The new sticheron was compiled from the lines of two existing hymns in sequence. The
verses conclude with two added lines which are not encountered in the models but
which are typical ending phrases in a hymn dedicated to a holy father. It is interesting
that here the mode remains the same, since the combination of different lines of the two
hymn-models already provides a novelty.

The third sticheron, as has already become clear, is typically composed of common
topoi. The same can be said about the doxastikon. Even if this sticheron is devoted
to only one saint, it features a composition of usual topoi related to services that are
devoted to saints.

TABLE 17: DOXASTIKON

Doxastikon, Mode 8%

Anecs 0aarogats Cesitaro dyxa Today the grace of the Holy Spirit

npocsbru u ocsbTu Pycckyio semaio, enlightens and sanctifies the Russian land,
OOBTIIABIIYIO IPEXOM: decayed by sin.

Tl'ocnoau, Ayxs Tsou nmocaaa ecu Lord, Your Spirit is sent

KpBIIKOpasyMHYIO AYIITIO CAaBHArO KH3S to the firm-minded soul of the praised Prince
Baaanmmnpa, Vladimir,

rozHatu Te6s, Eaunaro ot Tpomnia so that he would know You, One of the Trinity
u B Tpounu Xpucra bora. and in the Trinity, Christ God.

U TBOUM KpelrjeHreM IIpocBbTUBD Becoming enlightened by Your baptism
Boronsopansrsa Tsost, cost oT Tebb mopydeHsLs Your divinely chosen ones, the people entrusted
10411 MY, by You to him

u nnpuBee K TeGB, BBpOIO BONMIONIA: and brought to You, proclaim in faith:

yckopit, [lleaprin, moammcs ‘Make haste, O Generous One,

U CIIacTy OT IperpbIIeHnn Mupa. save us from the sins of the world’.

This doxastikon, which is devoted to St Vladimir, can be seen as a prelude to the next
cycle, which is again devoted to the beginning of the Christianization of Russia.

3.2 STICHERA OF THE LITY

The stichera of the Lity bring us back to the first Russian saints. The first sticheron is
devoted to St Vladimir, the second to St Vladimir and St Olga and the third to Ss Boris

52 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 560.
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and Gleb. They are created in such a way that one can see a combination of recognizable

and not quite recognizable hymns.
The first sticheron uses the beginning of the doxastikon to St Vladimir, but the

reworked version is much shorter and does not include any biographical facts.

TABLE 18: THE FIRST STICHERON AT THE LITY

Doxastikon for St Vladimir,
Mode 8%

First Sticheron for All
Saints at the Lity, Mode
154

ITpunabre chTeniemMmcs Bcu,

Come, let us gather
all together

IIpunaure, cHUAUTE,
AT0AVIe PyCTUH,

Come together,
Russian people,

Kb Y€CTHEeU I1aMsITU OTIa
pyccKaro 1 HacTaBHUKa
Hamrero Baagumupa:

for, the righteous
commemoration
of Vladimir, of the
Russian father and
our mentor:

K 4eCTHBM IIaMATH
Baaanmepa
npebaaxeHaro,

to the pure memo-
ry of the blessed
Vladimir,

cb 60 OT eAAVH POANCH,

he was born of

yToAHMKa XpUCTOBa

the glorious saint of

pagans, pecaasHaro, Christ,
1 BB341001 Bh3atoomsmaro | and he loved Christ | mpumere 6aaroaats, receive grace,
u Xpucra, Who loved him,

n k Hemy>xe Bb3b1ge
paayscs, <...>

to Him he arose,
rejoicing [...]

U CITaceHue, U >KUBOT, 1
BEAIIO MUAOCTD.

and salvation,
and life, and great
mercy.

We can see that instead of direct borrowing, the sticheron is a new creation on the basis
of the model. The mode is also changed. The choice of the model is interesting, since the
original sticheron mentions also St Olga and Ss Boris and Gleb.

TABLE 19: CONTINUATION OF THE MODEL TEXT

Doxastikon for St Vladimir, Mode 8%

Cb ITpaMaTepuio csoero EaeHoro.

with his grandmother Olga

Best 60 21041 cBos Hayuu BEpoBaty,

all his people he taught to believe

MAOABI YIIPa3HUBD I10IIPa,

1 nokaausaTucs Bb Tpounu Eaunomy bory, a

and to bow down to God, One in Trinity, he
trampled idols and destroyed them

Pomana u Jaswraa.

U U3pacTy HaM CBOU YeCTHbu aAbTopacan,

and grew for us his righteous shoots, Roman and

David.

The compiled sticheron itself is devoted only to St Vladimir but through its reference
to the model text, it paves way the next sticheron which is devoted to Ss Vladimir and

Olga.

The second sticheron is based on the model of the second sticheron in the cycle
of ‘Lord, I have cried” on Cheesefare Saturday. The same source is used for three
‘other’ stichera. There are not many changes: specific phrases have been replaced with
references to Russian saints, and the mode has also changed.

53 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 560v.
54 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 560v.
55 Quoted from the Menaion of 1509, RSL, F 304, no. 580, f. 132v-133.
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TABLE 20A: THE SECOND STICHERON AT THE LITY

Second Sticheron of ‘Lord, Second Sticheron Mode od Second Sticheron for All

I have cried’, on Cheesefare ‘Lord, I have cried’, on Cheese- | Saints at the Lity, Mode 5

Saturday, Mode 8> fare Saturday, Mode 8%

Xaige Atyvmte Toth, Paayucsa Erynre BepHbIN. Paaymucs, napcrso Pyckoe
BEpHOE,

pexe 65 HeBBPHO, ITade Ke
HBIHE BBPOIO yTBEPAUCS.

xatoe Apon ooia, Paayiics /luBne ipertogo6Hast. Paayncs, mapio Bacuane
rpeboraTeiy,
xatoe Onpaic éxAekt, Paayiics @usango nsdbasHast. paaymucs, Oara nzdpaHHast:

BBI 6O ecTe TIpe>KHU KO
Baaapiirs Bcexn Harm
XoaaTau, M HadyaAHUIIbI
IIpaBOCAaBUIO,

I HaCTaBHUIY KO UCTMHHBU

cymien BbpE.
Xaige mag TOmog, Kat MOAS kat | Pagymncs Bcsakoe mBcro n crpana | Pagymcs, Bessko mbeTo, n
Xwoa, U I'paas, CTpaHa, I Tpag,
1] Toug mMoAltag Bpéaoa, TN JDKe TpakAaHb BbCIIUTaBBIN JKe Tpa’kaHbl BOCIIMTaBBIU
Baowelac twv ovgavav, Ilapcrsa Hebecnaro, HeGecnaro llapcrsa,
Kal TOUTOUG €V €YKQATElQ, KAl | U CUXB Bb3Aep>KaHUU U U CMIX B BO3A€p>KaHNU
noévolg avEnoaoa, ©oaB3HeN Bb3pacTUBIIIE, 00AB3HM BO3PaCTUBIIY,
Kkal v Embvuyv, teAgiovg 1 )KeaHNY CBEPIIIEHD My>Ka cBeplieHsI My>Ka ['ocrioay
avdoag 1@ O, avadeiéaoa, bBory moxa3zasrmmn. ITIOKa3aBIIly.
00ToL, PWOoTNEES TV PLXOV Cu cpbTiAa AyIIeBHAs Cun csbTnaa Aymam
MUV dvedpavnoay, SIBUIITIACST: HaIIUM SIBUINIACS,
oL avTtol TV Bavudtwv M) TH >Ke 4I04ech 3apelo, 1 Abaecpl | ThMIKe 4lojec 3apelo, U
alyAn, kat v €Qywv Tolg U 3HAMEHDbMII, ABaecsl, 1 3HAMEHMU
tépaowy, eLéAabav vontag,
£ig T égata ATaVTA. AVTOIG | IPOCHSIIIIE MBICAEHO Bb BCS MPOCUSIIA MBICAEHO BO BCS

KOHIIA KOHIIA

ponjowpev. Iatégeg TBEMB B30OIIMEMb: OTLI HBIHB XPUCTY, BCU CBATUU
TAUHAKAQLOTOL, TIREOPevoaTte, | BbceOAaKeHHUN, MOAU OTIIV, MOANTECS CIIacTU
TOL cwONVAL UAG. CIIacTMCs HAM'b. Ayllla Hala.

TABLE 20B: THE SECOND STICHERON AT THE LITY (TRANSLATION)

Second Sticheron of ‘Lord I have Cried’, on Second Sticheron for All Saints at the Lity,

Cheesefare Saturday, Mode 8 Mode 5

Rejoice, faithful Egypt, Rejoice, faithful Russian realm
which once was unfaithful and now is fortified by
faith.

Rejoice, venerable Libya, Rejoice, sovereign Basil,

of great wealth,

56 Quoted from the internet source http://glt.xyz/texts/Tri/t27.uni.htm.
57 Quoted from the Triodion of the 16th century RSL, F 304, no. 392, £. 49v.
58 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 561v-562.
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Rejoice, chosen Thebaid.

Rejoice, chosen Olga:

for you are our first intercessors to the Lord,
initiators of Orthodoxy, and patrons of the true
faith.

Rejoice, every place and country and city

Rejoice every place and country and city

which have nourished citizens of the Heaven-
ly Kingdom,

which have nourished citizens of the Heavenly
Kingdom

raising them in abstinence and pains,

raising them in abstinence and pains,

showing them to God as perfect men in desire.

showing them to the Lord as perfect men,

They have become spiritual luminaries

They have become luminaries to our souls

and by the light of their wonders, and their
deeds, and signs

and by the light of their wonders, and their
deeds, and signs,

they have shone spiritually to all the ends [of
the earth].

they have shone spiritually to all the ends [of the
earth].

For this we cry out: all-blessed fathers, pray
for our souls!

all holy fathers, pray now to Christ to save our
souls.

The choice of the model creates a parallel with the beginning of the Christianization
of the world, since the model text speaks of Egypt, where Christianity spread in the
middle of the first century. The Christianization of Rus is presented as parallel to this,
and the events of 988 as bringing new life to the land. St Vladimir, who converted
Rus, and St Olga, his grandmother, who herself converted, became the most important
figures in the religious history of Russia.

The third sticheron is devoted to Ss Boris and Gleb, and we see a direct borrowing
from the ‘other’ cycle of stichera of ‘Lord, I have cried” for the service to Ss Boris and
Gleb on 24 July, of which there is only one known version. This time not even the mode
is changed. Grigoriy already used incipit of this sticheron for his troparion, and now he
borrows it directly.

TABLE 21: THE THIRD STICHERON AT THE LITY

First ‘Other’ Sticheron of
‘Lord I have Cried’ to Ss
Boris and Gleb, Mode 1*°

Third Sticheron for All
Saints at the Lity, Mode 5%

ITpeuecrHas BepbcTa 1

Righteous coevals,

ITpeuectHas Bepcra

Righteous coevals,

OOromMs Bb3A100.1€eHas beloved by God, BO34I00/1€Hasl, beloved by God,
My4JeHIKa IIpecaoByias | great martyrs MYYeHUIIbI IIPeCAOBYyIIlaa, great martyrs Boris
Bbopuck n I'1b0e Boris and Gleb, Bopucs u I'at063, and Gleb,

TerAasl 3aCTyIIHIKa
Pycreu zeman

tender intercessors
for the Russian
land,

Terlaast 3aCTyITHIKa PYCKI/I}I
3eMAsI

tender intercessors for
the Russian land,

BcbMm crpanam
yTBepbKeHIe,

foundation for all
lands,

" BCbM CTpaHaM
YTBEP>KEHIE,

foundation for all
lands,

Xpucry Mmoabrecs
AapoBaTu AyIllaM HallliM
MUP U BeAMIO MIAOCTD

pray to Christ to
grant to our souls
peace and a great
mercy.

Xpucry Moaurecs
AapoBaTu AyIllaMb HalllM
BEAMIO MUAOCTb.

pray to Christ to grant
our souls great mercy.

59 Quoted from the 17th-century Menaion LMAB, F 19, no. 170, f. 197.
60 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 562.
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The sticheron devoted to Ss Boris and Gleb is compositionally important, since they
were not only the children of St Vladimir but also the first canonized Russian saints.
Thus, these three stichera reflect the beginning of Christianity in Russia.

The next three stichera (fifth, sixth and seventh) are devoted to all Russian saints.
They are borrowed from the service on Cheesefare Saturday where they constitute
the first and the third stichera and the doxastikon of ‘Lord, I have cried’. The only
serious change is again the mode. In addition, the first sticheron mentions two Russian
saints (St Anthony and St Euthymius). The hymnographer uses the original text by
preserving the first name intact, changing only the epithet from St Anthony the Great
into St Anthony of the Kievan Caves. The second name keeps changing in different
manuscripts (it can be St Theodosius or St Dionysios). The other stichera have been

borrowed without any changes.

TABLE 22A: THE FOURTH STICHERON AT THE LITY

First Sticheron of ‘Lord, I have
Cried’, on Cheesefare Saturday,
Mode 8%

First Sticheron of ‘Lord, I
have Cried’, on Cheesefare
Saturday, Mode 8%

Forth Sticheron for All Saints
at the Lity, Mode 5

Aeg¥Te ATIAVTEG TILOTOL, TAG TWV
ooiwv Iatépwv,

IIpumaure Bcu BepHnuy,
IIPerto400HBIX OTel] AUKK
BOCIIONM,

IIpunakre, By BBpHUY,
IIPero400HBIX OTHITH AUK
BOCIIOEM:

X0QELOG LVUVIOWHLEV, AVTWOVIOV
tov Kopudaiov, téov dpaetvov
EvOouuov,

AHTOHIA BepXOBHaro,
ceetaaro Espumua,

AHTOHIS BPEXOBHATO
Ileuepckas, cbTaaro
Auonncua,

Kkal ékaotov, Kal mdvtag opov,

1 KOTOKA0 M BCA BKYIIE.

KYITHO K€ KOXXA0 MX BCHBX.

Kal ToUTwV oTeQ
IMagddewoov,

W cnx, sixozKe 4pyTuin pai
CAaA0CTH,

W cux, siko>xe Apyrus InIna,

&AAov ToLdMNC, Tdg mMoALTElOG
vontag dteEeQxdpevol,
TEQTIVAS AVAKQAEWHEV.

I'pa’k4aHCTBa MBICA€HHO

IIpexoAsIIe, KpacHO BO330BeM:

SKITVIE MBICAEHO IIpexosIlle,
KpacHO BO3OIIMeM:

Tavta & EVAq, & edpVTevoEey O
Bcoc UV,

cus apeseca siKe Hacaau bor
Harr:

cus gpeseca sike Hacaau born
HaIllb:

& avT&, TovS apB&TOLS
KkaTovg ¢ Cwr|g
eEavOnoavta,

CUST TIAOABI HETAE€HHbIS SKI3HU
IpoLBeTIIasl,

Take sKe 111045l HeTABHBLIS
JKM3HU ITPOUBHTIIIE,

TEOOT]YoryoV T XOLoTw,
eKTREPOVTA NHWV TAG PLXAG,

npuHecolia Xpucry,
NuUTalolle Hallla AyIIiy,

U npuHecoa XpUcTy,
NuTalolle Hallla AyIia

TEOG 0UC POT|OWHEY,

K HVIM>Ke BO3OIINIMM:

K HUM>Ke BO3OIIeM:

Beodooot pakaglo,

OoroHocHuM OAa>KeHHU,

Bboronocum ot
npebaakeHn,

npeoBevoate, TOL cwON VAL

MOAUTE CITIaCTUCIA HaM.

KO XpUCTYy MOANUTECS CIACTUCH

nuac. AyIIIaM HaI/M.
61 Quoted from the Internet source http://glt.xyz/texts/Tri/t27 uni.htm.
62 Quoted from the 16th-century Triodion RSL, F 304, no. 392, f. 49v.
63 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 562-562v.
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TABLE 22B: THE FIFTH STICHERON AT THE LITY (TRANSLATION)

First Sticheron of ‘Lord, I have Cried’, on Chee-
sefare Saturday, Mode 8

Fifth Sticheron for All Saints at the Lity, Mode 5

Come, all ye faithful,

Come, all ye faithful,

Let us praise with songs the choirs of holy fat-
hers:

Let us praise with songs the choir of holy fathers:

the great Anthony, the bright Euthymius,

Anthony, the superior of Pechery, and the bright
Dionysios,

each of them and everyone together,

everyone together and each of them,

and passing spiritually through their lives as
through a paradise of sweetness,

and passing spiritually through their lives as
through other nourishment,

we cry with joy:

we cry with joy:

these are the trees which our God has planted:

these are the trees which our God has planted,

these are the ripened fruits of eternal life,

and these are the ripened fruits of eternal life,

offered to Christ, nourishing our souls.

offered to Christ, nourishing our souls.

O blessed, God-bearing fathers, pray that we

O most blessed God-bearing fathers, pray to

may be saved.

Christ to save our souls!

TABLE 23A: THE FIFTH STICHERON AT THE LITY

Third Sticheron of ‘Lord I have
Cried’, on Cheesefare Saturday,
Mode 8%

Third Sticheron of ‘Lord I have
Cried’, on Cheesefare Satur-
day, Mode 8%

Fifth Sticheron for All Saints at
the Lity, Mode 5%

Tic é€elmoL ynyevav, tovg
Oavpaotoug VUV Biovg,
[Natépeg mayrkoouloy

Kr0 napeuers ot
3eMHOPOJHBINXD YIOAHAS Ballla
SKUTWS, OTIIU BCUCBATII?

KT0 napeuer oT 3eMHOPOAHBIX
9IOAHas Ballla SKUTHUA,
pernoAoOHN OTII?

nola d¢ YAwooa AaAnoeL, Tovg
tegovg &v ITvevpatt aywvag,
Kal Wowtag pAV,

Kuu >xe s3bIKb 3TAar0ANUTD
csAIeHsst o Aych IoABUTEL U
IIOTHI Bama?

Kumn >xe s13bIK M3raaroaeTn
CBsIIeHbIsI 0 Aych MOABUTHU U
IOTHI BAIIIa,

T AOAa TV ageT@v, TNV THEWVY
TOU OWHATOG, TAG TAAXIOTOAC
TV taBwv,

Crpaganus 400poabreseMb,
U3BMOXAEHUs ThAa,
OOpeHIsI CTpacTeMb,

CTpajaHusl, IIOYeCT
Ao6poabTeaeMm,
U3MOXXAeHNsI ThAaa,
OopeHuUs cTpacTeM

£V AYQUTIVIALS Kol eVXALS, Kal
TOLG dAKQLOILY,

BO OABHUNXD, I Bb MOAUTBAXD
I cae3axsn?

BO OABHUIX, U
MOAUTBAX, U cAe3ax?

VUELS &V KOO, WOTEQ
AvyyeAot dvtwe wpOnte,

Brr B MI/Ip’B BOVMICTMIHHY SIBUICTECI
SIKO aHreAau,

Brr B MI/Ip’B BOVICTUIHY SIBUCTECI
SIKOJKe aHreAan,

oL avToL, TAG dALUOVWV
duvapels, teAeiwg kabelAete,

TIKe 65COMB CiAy A0 KOHIIA
noryoucre,

THroKe 6bcoM cnay A0 KOHIIa
noryoucre,

teAéoavteg Bavpaota, kal
efalowa téoata.

CTBOpMBIIIE YI0AHas I AVIBHAsI
3HaMEeHI .

COTBOPMBIIIE YIOAHAs I AVIBHAT
3HaMEeHI .

Ao mpeoPevoarte, oLV ULV
AU UAKAQLOTOL,

TBM>Ke MoAUTECS C HAMU
npebaakeHn,

TBsM>xe MmoauTecs,
npebaa’keHNn!, O Hac KO
T'ocnioay,

TUXELV TJHAG TS AAT)KTOL
XaQasg

YAY4YUTU HaM'b
Hel3TAaroAaHHyIo pasocThb

yAy4YNTN HaM HeM3raaroJlaHnyro
pPaaocTb
U B€ANIO MUAOCTb.

64 Quoted from the Internet source http://glt.xyz/texts/Tri/t27.uni. htm.
65 Quoted from the 16th-century Triodion RSL, F 304, no. 392, £. 49v.
66 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 562v.
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TABLE 23B: THE SIXTH STICHERON AT THE LITY (TRANSLATION)

Third Sticheron of ‘Lord I have Cried’, on Sixth Sticheron for All Saints at the Lity, Mode
Cheesefare Saturday, Mode 8 5

Who among men can speak of the perfection of | Who among the earth-born can describe your
your lives, holy fathers? miraculous lives, venerable fathers?

What tongue can describe your ascetism and What tongue can utter the sanctity of your ef-
efforts, sanctified by the Spirit? forts?

The suffering in virtue, The suffering in virtue,

the straining of the flesh, the control of the flesh,

the struggles with passions, the struggles with passions,

in vigils, in prayers and in tears? in vigils, in prayers and in tears?

Truly, you were angels while in the world. Truly you were angels while in the world.

You conquered completely the powers of evil, You destroyed entirely the power of evil.
performing miraculous and wonderful signs. You performed miraculous and wonderful signs.
Therefore, pray with us, most blessed fathers, Therefore, pray with us, most blessed fathers,
that we may reach endless joy! to gain for our souls eternal joy!

TABLE 24A: DOXASTIKON

Doxastichon of ‘Lord I have Doxastikon of ‘Lord I have Doxastikon for All Saints at

Cried’, on Cheesefare Saturday, | Cried’, on Cheesefare Satur- the Lity, Mode 6

Mode 6% day, Mode 6%

To kat’ elkdva, TnENOoAVTES Vxe 1o o6pasy cpbaoare Vxe 1o obpasy cobaoatre

AAwpnTOV, HeBpeauMa, HEBPEeAVIMO,

VOOV 1]yepova, kata oy yMa BAaABIKY Ha CTPaCTH yMa BAaABIKY Ha CTPaCTH

0Ae0Bolwv, ryOmTeAsI HOCTHHITIECKBIN ryOmTeAs] IOCTHIYECKN
HIPOTUBUBBIIIECS, HIPOTUBUBIIIECS],

AOKNTIKWG EVOTNOAUEVOL, EIG BB €XKe IT0 IT0A00UIO SIKO BO €3Ke I10 IT0A00MIO, SIKO

0 KO’ OpolwoLy WG dLVATOV CHAHNY TPUNAOCTE: CHAHNY, IPUNAOCTE.

dveAnAvOarte: dvoQkws Yo
Vv o exPlacdpuevor,

€0TIEVOATE TO XELQOV MY>KBbCKBI OO €CTeCTBO MY>KEeCKI eCTBCTBO ITIOHYAMBIIIE,
IIOHYAUBIIIE,

kaBvmotdéatl T@ keiTTOVL, IIOTIIAaCTeCs Xy KbIllee HOTIIAIIacs Xy>KIIlee IIOKOPUTHI
ITOKOPUTHU O0AIIIEOMY, foamremy

KAl TV 0aka dovAWoAL T U 11A0Th Topadbortutu Ayxy. U T110Th TTopaboTtusim Ayxy.

[Mvevpatr

60ev povaloviwy, avedelxOnte | TEMKe MHOKYIOIINMD TBM>Ke MHOKYIOIUM SIBABIIUCS

AxQoTNC, SIBABIIIECS BEPXD, BEPXD,

TIOALOTAL TNG €QT)HLOV, rpa’kAaHe IIyCTBHIHbHII, rpa’kaHe ITyCTBIHHBIN,

€VOQOUOVVTWV AAEITTTAL, 04aroTUKyIIMNMDb IIOMa3areas, | 01aroTeKyImmM IoMa3areas,

KavOVeG AQETNG AKQIPBEOTATOL | TpaBUAO 400poabrean IIpaBuA0 A400posbrean
U3BBCTHO. U3BBCTHO.

Kat vov év ovpavolig, tawv W npinb Ha HeDecexn, W npins na HebGecbx,

€oomtowv AvOévtwv Iavoooy, | sepriaaomMs pasApbIIUBbINeCs | 3eplialoM pa3pBIIUBIIIMC,

KkaBapwg émomtevete, boromyapun, boromyapun,

67 Quoted from the Internet source http://glt.xyz/texts/Tri/t27 . uni.htm.

68 Quoted from the 17th-century Triodion RSL, F 304, no. 392, f. 50.

69 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 562v-563.
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v aytav Toudda,
EVTUYXAVOVTES AUETWG,

yncro spute Cearyio Tpourtiio,
MoAsIecs BKyn's,

uncro sugsie Cparyio Tpourry,
MoAsIIecs BKyIr'b

UMEQ TV TioTel kal OO

0 BBPOIO 11 AI0OO0BUIO YTYIIUMD

0 1Ke BBpOoIo 1 A1000BUIO

TIHAOVTOV VIAG Bacb.

4dTyIInxX»b Bac.

TABLE 24B: DOXASTIKON (TRANSLATION)

Doxastikon of ‘Lord I have Cried’, on Cheese-
fare Saturday, Mode 6

Doxastikon for All Saints at the Lity, Mode 6

You preserved the image [of God] undefiled,

You preserved the image [of God] undefiled,

by fasting, you set your master mind against
the destructive passions,

by fasting, you set your master mind against the
destructive passions,

You attained the greatest possible likeness [of
God],

You attained the greatest possible likeness [of
God],

manfully forcing your nature

manfully forcing your nature

and striving to submit the worse to the better,

and striving to submit the worse to the better,

and the flesh to serve the Spirit.

and the flesh to serve the Spirit.

Therefore, you were shown as leaders of mon-
ks,

Therefore, you were shown as leaders of monks,

dwellers of the desert,

dwellers of the desert, the refuge of those who
sought God,

aid for those who walk on the good path, the
renowned rule for virtue.

aid for those who walk on the good path, the reno-
wned rule for virtue.

And now in the heavens, o you, wise in God,
no longer on a mirror,

And now in the heavens, o you, wise in God, no
longer on a mirror,

but clearly you behold The Holy Trinity,
praying together

but clearly you behold The Holy Trinity, praying
together

for those who venerate you in faith and love.

for those who venerate you in faith and love.

In this case, we can talk about a perfect choice of model: the stichera are known since
they are taken from the Triodion. This is rather rare in practice. Because they address
no specific people, the model stichera may also be borrowed directly without any
changes. The only personalized reference in the first sticheron (mentioning St Anthony
the Great and St Euthymius) has been changed minimally, since St Anthony the Great
corresponds to St Anthony of the Kievan Caves, and St Euthymius to Ss Theodosius
and Dionysios. In the first case, they even have the same name. Some novelty is
introduced by changing modes in the first and the second stichera, leaving the third
unchanged. Another important fact is that all the stichera were borrowed directly in
Church Slavonic, without consulting a Greek original (as evidenced by the identical
textual forms).

3.3 STICHERA OF THE APOSTICHA

The stichera of the Aposticha are unpersonalized, and they are composed of known
topoi naming different ranks of saints. The first one is devoted to all Russian martyrs.
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TABLE 25: THE FIRST STICHERON OF THE APOSTICHA

First Sticheron of the Aposticha for All Saints, Mode 27

CpBTrAa pyckas, MydeHUIIU ITpeXBaAHN, Russian illuminators, most praised martyrs,

CBATUTEAU U IpOCBbTUTEeAN BEpE I holy fathers and enlighteners of faith and

yTBepKeHue, foundations,

IperoAO0OHN IpaskaHe ITyCTHIHHBIS, venerable dwellers of the desert,

U HaCTaBHUIIU 0AarouecTuIo, and mentors of piety,

JIXOKe, COIIIeAIIIeCs], COTAacHO yOAaKIM: them, having come together, we praise:

IIPernoA00HNM U ITpaBeAHUN 1 BCU CBATHM, the venerable and the righteous and all the
saints,

moante Xpucra bora pray to Christ God

AapoBaTu HaM BEAUIO MUAOCTb. to grant us great mercy.

The sticheron does not provide any names and it is created from the most common
topoi. However, in the middle, we see a parallel with a previous sticheron:

TABLE 26: EXCERPT FROM THE FIRST STICHERON OF THE APOSTICHA

Doxastikon for All Saints First Sticheron of
at the Lity, Mode 6 the Aposticha for All
Saints, Mode 2
rpa’kaHe ITyCTBIHHBIN, Dwellers of the desert, | mperrogo0Hu rpakaHe Venerable dwellers
ITyCTBIHHBILA, of the desert,
6aroTexymmm aid for those who U HaCTaBHUIIN and mentors of
roMasaTeas, walk on the good 61arogecTnio piety,
Ipasuio 400poabrean path, the renowned
13BBCTHO rule for virtue.

This reference makes the connection not only with the previous hymn but also with
the model hymn, which creates a connection with the Triodion and the beginning of
Christian history.

The second sticheron is created on the same principle. It is interesting that the
incipit of the sticheron is taken from the Triodion, where it is the first troparion of the
canon of the ode 1, mode 8 of Meatfare Saturday, in a similar way to the stichera of the
Lity which were taken from the Cheesefare service:

TABLE 27: EXCERPT FROM THE CANON OF MEATFARE SATURDAY

Beu momoanmcest Xpucry, Let us all pray to Christ,
TBOpsILIe ITaMTh AyIllaM’b OT BEKa yMpIIUMb, | commemorating the dead from the beginning of
the ages,
Aa BBYHAro orus n30aBUTh BBPOIO ycomIas, that He save from eternal fire those who died in
faith
O YIIOBaHMM JKU3bHM BBUHBLA . and in the hope of the eternal life.
70 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 563.
71 Quoted from the edition (Maya A. Momina, Nikolaos Trunte, Triodion und Pentekostarion nach slavischen

Handschriften des 11.—14. Jahrhunderts (Paderborn, Miinchen, Wien, Ziirich: Verlag Ferdinand Schoningh, 2004), 179.
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In the sticheron, this incipit leads to the joyful praising of all saints of Russia, starting
with St Vladimir:

TABLE 28: THE SECOND STICHERON OF THE APOSTICHA

Second Sticheron of the Aposticha for All Saints, Mode 27

Ben momoanmces Xpucry, Let us all pray to Christ,

VKe TBOPSIIIle ITaMATh AHeCh Who makes this day the commemoration
oTuy HameMy Baaaumepy, of our father Vladimir,

HavaAHMKa Npocbienns Pyckist seMan the beginner of enlightenment of our Russian
HaIes. land.

W ¢ HuM BKyITh BOCIIONM COT/AaCHO And with him we praise together
BoskecTBeHbIs OTIIa Hallla, our divine fathers

VI>Ke IIOCTOM ITPOCHSIBIIIAsL. who shone by fasting.

K Hnmske B30BeM, raaroaioine: We will cry to them, saying:

OTIIV BCUCBSITUU, O most holy fathers,

MoAmTecs o Hac Ko l'ocrioagy, pray for us to the Lord,

AapoBaTy HaM BEAUIO MUAOCTD. to grant us great mercy.

The third sticheron is created from two famous topoi, used very often in Russian
services. Here, it is followed by the phrase ‘m>xe n3pactu Ham 11104 gpeBa pauckaro’
(“which grew for us the fruit of the paradise tree’). This resembles the very well-known
phrase of the doxastikon for St Vladimir, ‘u uspacmu nam csou uectHbuU Aromopacau,
Bbopuca n Tas6a’ ("he grew for us his righteous shoots, Boris and Gleb), but instead of
mentioning Boris and Gleb, the sticheron continues by mentioning two female saints,
St Euphrosyne of Suzdal and St Febronia of Murom.

TABLE 29: THE THIRD STICHERON OF THE APOSTICHA

Third Sticheron of the Aposticha for All Saints, Mode 27

Bcn rbeMm AyXOBHBIMU BO3OTIMIEM: Let us proclaim with spiritual songs:

Kpacyucs u Beceaucs, rpage Cyxaaae, rejoice and be joyful, o city of Suzdal,

VIKe M3PacTy HaM 11104 ApeBa panckaro, which grew for us the fruit of the tree of paradise,
Eodpocunnio 61aropspHyI0, MHOKUHS the faithful Euphrosyne, the firm leader of those
HacCTaBHUILY TBEPAY. who fast,

Cueroxe KymHO 0aakuM 1 PeBpoHIIO together with her we praise the venerable Febro-
MIpenoA06HYIO, nia,

MypOMCKyI10 CBBTUAHULY IPECBBTAYIO. the radiant luminary of Murom.

boronocumm 64a>keHHNM MaTep, O God-bearing blessed mothers,

MoauTtecs kKo ['ocrioay, pray to the Lord

AapoBaTy HaM BeAbIO MUAOCTb. to grant us great mercy.

This is the first time female saints are mentioned in the service. These two saints were
probably chosen because of the fact that the vita of St Euphrosyne was written by
Grigoriy himself, and St Febronia was the only woman canonized in 1547. Although

72 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 563.
73 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 563v.
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St Euphrosyne was not officially canonized in the Macarius’s councils, she had been
venerated since 1517, and in the Menologion of 1548 (SHM, Sinodalnoe 336) she is
mentioned as a saint:

B To11 ke ageHB Tperno400HbIs MaTepu Hattest Eppocunny, vke ObIBIIIEl BEAVKOI KHSKHE

‘{epHI/IFOBCKOfI. IToaosxena >xe OBICTH B I'paae Cy34a/1e B AVIBII9b€ MaHaCTbIpe, TIDKe OBICTD
€I0 Cb34aH, lClIeleHIlie >Ke ObIBaeT ot rpo6a €1 1 A0 Cero AHU IIPUXOASIIIVIM C BEPOIO.

On the same day, [we commemorate] our venerable mother St Euphrosyne, who was the
Grand Princess of Chernigov. She was buried in Suzdal in the female monastery which
she had founded, and healings take place at her tomb even today for those who come in
faith.”
In parallel, the doxastikon presents a list of some male saints, with the two females.
The composition follows the same principle as before, using a known incipit which is
followed by the list of saints.

TABLE 30: THE DOXASTIKON

Doxastikon, Mode 67

Oreueckunu cocras, pa3gHOAI00II, Come, lovers of the feast,

NPUNANTE, ITBECMI BOCXBAAVIM: let us praise with songs the fatherly compa-
ny:

ceatuteas Ilerpa, Mmutponnoanta Aaekchs, | holy father Peter, metropolitan Alexios,

Aeontus, Vrnatus, Moanna, Peogopa, Leontius, Ignatius, John, Theodore,

C anmu xe xyrHo Ceprust, Bapaaama Together with them we praise Sergius and

DaaXUM, Barlaam,

Eypumms, Kupnaaa, Euthymius, Cyril,

Aumutpus, Aspaamus, Ilaprorms, Demetrius, Abraham, Paphnutius, Macarius,

Makapmns,

ke Xpucra pagu ypoAusbix Makcuma, the holy fools Maxim, Isidore, Nicholas,

Ncnaopa, Hukoay,

BKyIIe o 'ocriogy Esdppocunnio, together with Euphrosyne and Febronia,

depponHNIo,

VIKe B IIOCTH ITPOCHSIBIIIAs. who became radiant with fasting.

Bce cesaTum npaseannny, All righteous saints,

Moaurecs o Hac Ko ['ocriogy, pray for us to the Lord,

cracTy U IpOCBBTUTH Ay Hallla. to save and enlighten our souls.

The doxastikon and the troparion are the last hymns of great vespers, so this sticheron
combines the memory of saints and holy fools. It is noticeable that here Grigoriy no
longer mentios the holy princes Vladimir and Boris and Gleb; the only royal saints are
Ss Euphrosyne and Febronia, and both of them received tonsure. Here the idea of the
“Holy Rus” is supported not by numerous holy princes, but holy venerable fathers and
royal nuns emphasizing the idea that the land that has produced so many saints is itself
holy.

74 Quoted from the Menologion SHM, Sinodalnoe 336. F. 106v. See more in 5. M. Kaocc, A. B. Marrrradapos,
“Esdppocunns,” in [pasocaasnas aryuxronedus. V. XVII (Moscow: LlepkosHo-HayuHbIi 1eHTp «[IpaBocaasHast
DHIUKAOTeAVsD», 2008), 517-521.

75 Quoted from the 17th-century Menaion RSL, F 304, no. 337, f. 563v.
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4 CONCLUSION

In conclusion, we can say that an analysis of even two cycles of vespers shows a very
typical way in which new services were created in the 16" century. Several model texts
are borrowed or edited. The main model of the service is borrowed from Cheesefare
Saturday, yet there are also loans from several other services, mainly dedicated to
Russian saints.

Grigoriy uses different types models and different types of borrowing. When there
is a direct borrowing, Grigoriy may change the mode to produce a new melody to an
old hymn. He often uses the same model for more than one hymn, passing from direct
borrowing to using a similar structure or using an incipit. He tries to make model hymns
recognizable, yet to show with some changes that they are new creations. Looking
for models, he also uses the Triodion, using texts that have already been translated
into Church Slavonic. Sometimes he creates completely new hymns, using the most
common topoi. In the cycles of stichera Grigoriy often uses a composition in which the
first and the second stichera are devoted to one or two saints and the third is devoted
to several. Even when using different model texts for the cycle, Grigoriy changes, if
possible, the incipit in order to create an anaphorical beginning.

The analysis of the hymnographical models and borrowings seems to me
important, since it provides several references and parallels both to the history of
the Christianization of Russia and the history of Christianity in general. The service
was changed and redacted over the course of many years, and the first version is no
longer used. However, it is important to analyse the first version, which combines
many methods used by hymnographers in the 16™ century. Many direct and reworked
borrowings, with all the references and parallels, form the composition of the service,
showing Rus as truly a “holy land”. We can see that, as a result, the service comes out
not as an accumulated mass of different hymns but as a creation with its own logic and
structure.
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In defining “liturgical music”, one needs to place it in a wider system “Music”. Using
a method of oppositions (dichotomia), we can divide music into secular (I) and sacred
(IT), the latter into non-ecclesiastical (1) and ecclesiastical (2), and further, into non-
liturgical (a) and liturgical (b):

Music
I 1
I 1
secular (I)  sacred (II)
I I
I |
non-ecclesiastical (1) ecclesiastical (2)
I |
I I
non-liturgical (a) liturgical (b)

In this scheme, “liturgical music” has its precise co-ordinates in the system: II-2-b.
Thus, the system has three sub-systems of three structural levels: high (I-1I), middle
(1-2) and low (a-b) with their own differential criteria. Let us consider these.

As for the high level (I-II), the question of what the differences between secular
and sacred music are is too wide to be considered in this brief article.

As regards the middle level (1-2), sacred non-ecclesiastical music is connected
with a mythology (which is in the past), while the sacred ecclesiastical music is
connected with a religion (which, being in the present, is directed to the future). Thus,
our opposition 1-2 can be further detailed:

1 non-ecclesiastical music — mythology (past)
sacred (II) {

2 ecclesiastical music — religion (present = future)
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My work baarader wouu (2011-2016, ca 17° 50) can be considered as sacred non-
ecclesiastical music (II-1). These five ballades, composed for soprano solo, alto solo,
four-voice SSAA female ensemble/choir and piano accompaniment, comprise:

1 Pycaaxa (Mikhail Lermontov, 1814-1841)

2 Cmapuuit cad (Rita Ocheretnaya, 1969-2008)

3 Aesyuika neaa 6 uepxostom xope... (Alexander Blok, 1880-1921)
4 B Cxaene (Valery Brusov, 1873-1924)

5 TI'oprvie sepuruvi... (Mikhail Lermontov)

All the ballades of “night” (here “night” is a metaphor for “death”) are connected with
one or another aspect of death — an extreme point of the intersection of both immanent
life (i.e. life before death) and transcendental life (i.e. life after death):

Immanent life (before) = Death = (after) Transcendental life

In first movement, a dead soldier (“Buta3p”) lies at the bottom of a river, and only
Rusalka (a figure from Slavic pre-Christian mythology) knows about him; in the third
movement, many dead soldiers lie on the seabed (the poem was written as a reflection
on the events of Russo-Japanese war of 1904-1905); in the second movement, a girl is
thinking about her inevitable death; in the fourth, she is lying in a crypt. Thus, there
are two lines in the work: male (first and third movements, thesis) and female (second
and fourth movements, antithesis). The fifth movement is a synthesis, which integrates
both lines by means of a totally pessimistic resume:

IToaoxxan HEMHOTO,

OTAOXHEeIb U THI.

Symbolically, I was working on the concluding fifth movement (September 2016)
when I learnt of the death of the composer Vladimir Nikolayevich Sokolov (1931-2016).
He was my teacher of composition at the Seminars for Amateur Composers at the St
Petersburg Department of the Union of Composers of the Russian Federation, where I
was studying from 1989 till my entrance into the Odessa State Academy of Music “A.
V. Nezhdanova” in 1992. I naturally dedicated the ballade I'optvie sepuiunvi... to his
memory.

All five poems have a transcendental character. All of them are well-known texts
except one — the unpublished poem Cmapuiii cad by Rita (Margarita) Ocheretnaya:

B 3abporienHOM crapom caly
JepeBbs 4aBHO OTILIBeAN,

A rpyOble BeTBU U Cy4bs
OTBBIKAY OT TSIKECTU IITHII.

A TaM, TAyOOKO 1104 3eMAeli,

JepeBbst KOPHSIMM CILA€AVICh

B e1rre oauH caa: 13 KaMHel 1 KOCTEeI —
IToazemupin myraommii Mup!

MHne crpaiHo 6poAuTs 34ech OAHON,
Ho ©yaet ropasao crparminei

B noazemHOM 1 Mpa4yHOM cagy...

Ho s u3 nero npopacry:
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51 BBIPBYCB 3€/1€HOlI TPaBoii

B 3a05ITEIN 3a0pOIIeHHBII Ca/

M xa>x 4011 TpaBUHKOI 5 OyAy AI0OUTH STOT MUP...
M xTo-TO MoA100uUT MeHs!

I employed two musical metaphors for the transcendental character of the work: a
metaphor for the eternity of transcendental life, and a metaphor for the transcendental
“light” from the other world.

Regarding the first metaphor, as any cyclic endless process can be considered a
symbol of eternity, I used some intervallic circles of the tonalities for the modulatory
movement of the voices — as a musical metaphor for the eternity — in all five ballades:

1. 3-semitone unclosed circle: A — C - E flat... (- F sharp -A) — minor,
2. 8-semitone closed circle: G sharp — E — C — G sharp — minor,

3. 8-semitone closed circle: D — B flat — F sharp — D — minor,

4. 8-semitone unclosed circle: F — C sharp — A... (- F) — minor,

5. 4-semitone closed circle: G — B — E flat — G - minor.

Remarkably, twelve minor tonalities were used for the work, as well as the symmetrical
octave mode of limited transpositions [3:1] (in semitones) for the fifth ballade.

As for the second metaphor, in the poem B Ckaene (fourth movement) by the
symbolist poet Valery Brusov, the moonlight becomes a symbol of the transcendental
“light” from the other world, and I used another musical metaphor for this symbol.

Both the metaphors were further used in similar way in another, liturgical work
of mine, Lux aeterna (2018), composed for eight-voice choir (SSAATTBB) with organ
accompaniment.!

As for the baaaaduv nouu, it should be noted that the third movement, Jesyuixa
neaa 6 uepkosHom xope..., was separately premiered by the female vocal ensemble Putni
(Antra Drege) on 23 August 2014 in Kuldiga (Latvia) at the Festival Via Baltica.

Since the Renaissance (in some countries even before), all kinds of art, including
music, have been in a permanent process of secularization. For example, the Messe
de Tournai (14™ century) is the first complete six-movement setting of a Latin mass
(Kyrie — Gloria — Credo — Sanctus — Agnus Dei —Ite missa). The concluding movement
is composed as a multi-texted motet. As John Potter wrote,

...its secular origins can be seen in the three texts which are sung simultaneously in
the response. The tenor line is used for the words ‘Go, the mass is over’, and this line is
then repeated slowly as the basis for the polyphony to the words ‘“Thanks be to God’.
The two other texts sung at the same time have nothing to do with the service at all: the
Latin text is political, and the French one a love song.?

It is rather good illustration of the above-mentioned question concerning the
differences between secular and sacred music. Obviously, the concluding sixth
movement of the Messe de Tournai is secular music, as it includes two secular texts (a
political one and alove song); and it would become sacred if both texts were excluded.
What a simple “method” to turn secular music into sacred one, and vice versa: only
the text needs to change! And what about the specifically musical content of such a

1 For details, see my article “Oleh Harkavyy’s “Lux aeterna” (2018) in “light” of the Enlightenment”,
JISOCM Vol. 4 (1), pp. 109-117, at https://journal.fi/jisocm/issue/view/6462/750.
2 John Potter, “La Messe de Tournai, Ivan Moody: Words of the Angel”, in: Trio Mediaeval: Words of the

Angel, ECM New Series 1753 (ECM Records, 2001).
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work? It is a subject of consideration for musical semiotics: as found in the works of
Eero Tarasti, in particular, his A Theory of Musical Semiotics.’

Now, after centuries of this process of secularization, the contemporary composer
is able to make use of any mythology or any religion, etc. As far as Christianity is
concerned, a composer, in writing ecclesiastical music, can perceive Christianity as
up-to-date religion, if he is himself included in its system, being an active member,
or else as out-of-date mythology, if he is himself outside its system, being a passive
observer. How do these two approaches reveal themselves in music?

Itis only my hypothesis, which needs to be precisely tested. If a composer, creating
a work of ecclesiastical music, uses up-to-date musical language, he places his work
into a context of a religion (which is also up-to-date); if he uses out-of-date stylistic
models (neo-mediaeval, neo-renaissance, etc.), he places thus his work in the context
of a mythology (which is also out-of-date).

So, we have another opposition, which correlates with the level 1-2:

up-to-date musical language — religion (present = future)
composer {

out-of-date musical language — mythology (past)

Thus, if my hypothesis is right, this would become a rather helpful method.

Tsar Ivan The Terrible (1530-1584), Nikolai (Mykola) Diletsky (ca 1630-1680),
Maxim Berezovsky (1745-1777), Dmitry Bortnyansky (1751-1825), Piotr Tchaikovsky
(1840-1893), Alexander Archangelsky (1846-1924), Sergei Rachmaninov (1873-1943)
and Pavel Tchesnokov (1877-1944) all created their ecclesiastical music using up-
to-date musical languages, and thus placed their music in the context of religion
rather than mythology — i.e. they perceived Russian Orthodoxy as an up-to-date,
living religion, not as out-of-date “dead” mythology. The severe monodic stichera
by Ivan The Terrible; Bortnyansky’s Xepysumcxas Ilecnv (Hymn of the Cherubim)
in D-Major, composed in Italian operatic style, a delicate four-voiced miniature
with clear movement of the voices and classical harmony; Archangelsky’s sacred
concerto Ilomoiuasto denv cmpauitviii, composed in a style close to Tchaikovsky's;
the passionate works by Tchesnokov... what do these works have in common? They
were composed in up-to-date musical style for their time.

What might one say about the current situation of music in the Russian Orthodox
Church? I have no statistical data, but if most contemporary composers of the Russian
Orthodox Church create their works in out-of-date styles, it could be considered as
an index (a semiotic term) of an objective process of “conservation” of the religion (at
least, by means of music) and then turning it from an up-to-date religion into out-of-
date mythology, if my hypothesis is correct.

As for the lower level (a-b) of the scheme, liturgical music, having a dual nature,
belongs both to Art (music) and Church (liturgics). This opposition can be considered
as a dynamic system, in which both its components must be well balanced (m=l,
where m — music, 1 — liturgy). If music is predominant over liturgy (m>l), music
becomes more artistic and less liturgical; if liturgy is predominant over music (I>m),
music becomes less artistic and more liturgical. In extreme cases, music becomes
purely artistic, non-liturgical (m>>1), or music becomes purely liturgical, non-artistic
(I>>m) — the system then appears thus:

(Church) liturgics € liturgy + music = music (Art)

3 Eero Tarasti, A Theory of Musical Semiotics, Bloomington: Indiana University Press, 1994.
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What are the criteria for a work of ecclesiastical music to become a liturgical one?
There are two conditions for a work of liturgical music: 1) it must use a liturgical text;
2) it must have a bozosdoxtosennuiii (God-inspired) character.

As for the first condition, it can be also considered as a dynamic system, “music —
text”, in which both its components must be well balanced (m=t, where m — music, t -
text). If music is predominant over text (m>t), the work becomes more artistic and less
liturgical; if text is predominant over music (t>m), the work becomes more liturgical
and less artistic. In extreme cases, the work becomes purely artistic, non-liturgical
(m>>t), or purely liturgical, non-artistic (t>>m).

So, the preceding scheme can be detailed by thinking about the opposition “music
— text”:

(Church) liturgics € liturgy + music = music (Art)

tm m>t

t>m m>>t

How does it work? It is in fact a rather simple method, which I will illustrate using
one of the genres of Gregorian chant.

1. Music and text are well balanced (m=t). This means that 1 syllable of text
correlates with 1 note of music: m = t: 1 syllable €-> 1 note

This syllabic principle is used for Sequences.

2. Text is predominant over music (t>m). This means that 2 and more syllables
of text correlate with 1 repeated note of music: t>m: 2+ syllables €<-> 1 note

We find this principle in the Epistle tones.

3. Music is predominant over text (m>t). This means that 2 and more notes of
music correlate with 1 syllable of text: m>t: 1 syllable €-> 2+ notes

This principle is used for the Gradual.

4. Anextreme case, when text is too predominant over music (t>>m). This means
that much more syllables correlate with 1 repeated note: t>>m: more syllables
<> 1note

We find this principle in some Epistle tones, which have a purely liturgical, non-
artistic character.

5. An extreme case, when music is too predominant over text (m>>t). This
means that many more notes of music correlate with 1 syllable of text: m>>t:
1 syllable €= more notes

This decorative principle is used for the Jubilus; some of them have a very artistic and
non-liturgical character, because the strict sense/content of the liturgical text is lost
for a listener by such singing.

An extreme case of such predominance of music over text (m>>t) can be also found
at the Clausula from the end of the 12"™-beginning of the 13" centuries, which has no
liturgical, but merely a decorative or colourful character. For example, the four-voice
clausula Mors by Perotin (?) numbers 75 bars in contemporary notation in the metre
of 6/4 (in the transcription by H. Husmann, 1955), and only one syllable, “mors”, was
used in the work.*

4 I0aus Esgoxumosa, Mcmopus noaugoruu, mom 1: Mrozozorocue cpednesexosva 10-14 sexa [History of
Polyphony, Volume 1: Medieval Polyphony of 10-14th centuries], Mocksa: My3bixa, 1983
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As for the second condition for a work of ecclesiastical music to become
liturgical, as liturgical music belongs both to Art (music) and Church (liturgics),
strictly speaking, it needs also to belong to both systems. It is necessary to be a
musician (a composer, a performer) and a priest (archpriest, bishop, archbishop)
at the same time, to decide on the problems connected with the liturgical music. I
am a composer, but not a specialist in liturgics. That is why, as for the God-inspired
character of a musical work, when I ask these questions, I am not able myself to
answer them; they are outside my competence.

Is there an objective method for this definition (of God-inspired character of a
musical work), or is it somebody’s personal view, or a subject for some speculation?
The story of Tchaikovsky’s Liturgy of St John Chrysostom is interesting in this context.
Sergei Prokofiev (1891-1953) wrote in his autobiography, describing the cultural
events of the Autumn of 1905 in St Petersburg:

Terst Tans pacckasasaa MHe, 4TO ecTbh O00eAHs, cOuMHeHHas YallkoBCKMM, O4YeHb
VIHTEepeCHasI 11 COBCEM HeE ITOXO>Kasl Ha LIEPpKOBHbIE II€CHOIIEHIIS, a KOTrda CAyIIaellb,
TO ‘“TOYHO BCe IOIOT 13 OIIEPHBIX apui1’, 3a UTO ee U 3aIllpeTUAN VCIIOAHATD B IIepKBaXx.
Toabko pas B rog, OceHbIO, B 4eHb cMepTU YaliKOBCKOIO, 9Ta 00eAHs UCIIOAHAETCS B
0AHOU 13 nepkseit Aaexcangpo-Hesckoit a2aBpsl.°

Aunt Tanya told me that there is a Liturgy, composed by Tchaikovsky, very interesting,
but quite unlike church singing: when you are listening to it, it seems, that “all are
singing from operatic arias’, that is why it was not allowed to be performed in churches.
Only once a year, in the autumn, on the day of Tchaikovsky’s death, is this Liturgy
performed at one of the churches of the Alexander Nevsky Laura.

On the one hand, then, it was forbidden — by official clerical circles — to performed
it in churches, but on the other hand, it was performed — only once a year — at the
Alexander Nevsky Laura.

What is the method (for the definition of the God-inspired character of a musical
work) in the case when a composer creates liturgical music of some Christian
confessions, such as Bach’s St John Passion, St Matthew Passion, which represent a
genre of the Lutheran Church, or the B Minor Mass, a genre of the Catholic Church?
Probably Lutheran theologians will declare that Bach’s Passions are works of God-
inspired character, while his B Minor Mass is not a work of such character. At the
same time, Catholic theologians will probably defend the opposite: that the B Minor
Mass has a God-inspired character, but his Passions have not. Comparing the works,
however, one can conclude that they are identical in their style, being created by
one and the same great composer.

What is the method when a composer creates music not only of some Christian
confessions, but also non-Christian — such as Sir John Tavener (1944-2013)?
Concerning his Two Hadiths, Rebecca Tavener wrote:

"Two Hadiths” was commissioned by Canty from Sir John Tavener to premiere in York
Minster in 2008 for the launch of the ‘Minster Quarter” initiative. Hadiths are sayings
by the Prophet Mohammed that are extra to the Koran, and many of them are poetic,
almost visionary observations about the nature of the Almighty.¢
One might also make mention of his A Buddhist miniature (on a Buddhist text),
Magnificat and Nunc dimittis (on an Anglican text), etc.

What is the method for defining the God-inspired character for works of a really
ecumenical nature, which integrate the features of a music of some confessions (e.g.,
Orthodox and Catholic), such as the Liturgy of Peace by His Eminence Metropolitan

5 Sergei Prokofiev, Asmobuozpagus, 2nd edition (Mocksa: “Coserckuii Kommnosurop”, 1982), 241.
6 Rebecca Tavener, “Carmina Celtica”, in: Canty, Carmina Celtica (Linn Records, 2010).
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Jonathan (Yeletskykh)? Mykola Hobdych, Artistic Director and Conductor of the
“Kyiv” Chamber Choir, wrote:
In the Liturgy of Peace, the Greek Divine Liturgy of St John Chrysostom in the Church
Slavonic language is ‘dressed” by the author in the melodies of ancient Gregorian
chorales with minimal adaptation of harmonic methods. That way, and through the
thousand-year old alienation of Church culture the Liturgy of Peace creates a musical

synthesis of both cultures, firstly, and also the meeting of western and eastern liturgical
traditions.”

One might also mention his “Chernobyl” Liturgy of St John Chrysostom.®

The author of the article has written liturgical works of both the Catholic and
Orthodox confessions, as well as a work of ecumenical character, the three-voice
Missa Mediaeval (2002-2005, ca 42”), composed for S-5-MS a cappella especially for the
Scandinavian Trio Mediaeval. The mass is composed in a neo-Gothic style to the
canonical Latin text, using the cantus firmus technique. The first movement the Kyrie
was premiered separately by them on 16 January 2004 in Oslo (Norway) and recorded
on CD.? Since 2013 it has also been available on YouTube."

As for the metrical and rhythmic organization of the Kyrie, E. J. Johnson wrote
in his review: “In fact, the opening Kyrie by Harkavyy, with its piquant dissonances
and quaint syncopations, could pass unsuspected as medieval polyphony.”!" In fact,
there are no syncopations in the Kyrie! It uses the metrical modes — my system of
unusual non-symmetrical metres, which consist of groups of two and three quavers
in different combinations, being one of the features of my New Gothic style. For
example, there are two metrical modes of the metre of 5/8: I (2+3) and II (3+2), as well
as two metrical modes of the metre 6/8: I (2+2+2) and II (3+3). There are three metrical
modes of the metre of 7/8: I (2+2+3), II (2+3+2) and III (3+2+2), and so on.

As for the Kyrie, it uses the first mode I (2+3) of the metre of 5/8 for the slow
episodes, and all the three metrical modes of the metre of 8/8:

I (3+3+2) for the first quick episode,
IT (3+2+3) for the second quick episode,
III (2+3+3) for the third quick episode.

In addition, as for the two groups of 3 quavers in the metre of 8/8, the first uses the
second rhythmical mode, while the second uses the first rhythmical mode (here in the
sense of the rhythmical system of Ars Antiqua).

The five-voice Missa Canonica (2010-2015, ca 25’), composed for MS-A-A-A-A
a cappella especially for the Belcanto ensemble (directed by Dietburg Spohr). The
mass is composed in New Gothic style on the canonical Latin text, in quasi-sonata
form. The three movements (Kyrie, Gloria, Agnus Dei) were premiered in 2014 and
recorded.'”” The complete mass was premiered on 4 November 2017 in Frankfurt am
Main (Germany).

The Missa da Requiem (2008-2018, ca 52"), composed in memory of my wife, the
musicologist and poet Rita (Margarita) Dmitrievna Ocheretnaya (1969-2008), for
soprano solo, eight-voice SSAATTBB choir, organ and string orchestra. The Requiem
is composed in New Gothic style on the canonical Latin text.

7 Archbishop Ionafan (Yeletskikh), Liturgy of Peace, “Kyiv” Chamber Choir (Atlantic Records, 2005).

8 Archbishop Ionafan (Yeletskikh), The “Chernobyl” Liturgy of St John Chrysostom, “Credo” Chamber Choir
(Rostok Records, 2009).

9 Trio Mediaeval, Soir, dit-elle, ECM New Series 1869 (ECM Records, 2004).

10 https://www.youtube.com/watch?v=U9CvFvB4b2s.

11 http://www .barnesandnoble.com/w/soir-dit-elle-trio-mediaeval.

12 Belcanto ensemble, “Vokalwerke von Oleh Harkavyy: Messe” (Fabio Cammarata Mediapartner, Project

presentation). See https://www.youtube.com/watch?v=Vgvhzh6Vpt8.
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The Liturgy of St John Chrysostom (2018-2019, ca 53”), composed for SATB choir a
cappella in the tradition of Russian Orthodox Church music on the canonical Church
Slavonic text. The Liturgy, which consists of twenty-five movements, is one large
“sounding icon” and can be compared with the iconostasis of a Russian Orthodox
Church, which consists (in the case of my Liturgy) of two rows with twelve icons in a
row, with one central larger icon: number 13,“Bepyto” (The Creed).

After the death of my father, Vyacheslav Mikhailovich Harkavyy (1940-2018), I
composed in his memory Ceseme muxuii/Lux aeterna (2018, ca 3’ 20), scored for eight-
voice SSAATTBB choir with organ accompaniment. The character of the music is
ideally suitable for both the texts: “Lux aeterna” (Eternal light) from the Latin Requiem
and “Csere tmxmit” (Gladsome light) from the Orthodox All-Night Vigil. The Latin
text is not a precise translation of the Church Slavonic one, and vice versa. The texts
are not identical, but they similar and concern the “light” from the other world. To
ask whether this “light” is Catholic, Lutheran or Orthodox one would be absurd.

The four vocal lines (5-A-T-B) are permanently doubled in parallel thirds (51-S2,
A1-A2, T1-T2, B1-B2), which is why an eight-voice choir was used; this is, semiotically,
an index of Russian Orthodox Church singing (nerue smopamu, i.e. singing in parallel
intervals: thirds or sixths), which from the time of Peter the Great became typical (see
xkanm and ncarvm of the period). This texture can be found in the above-mentioned
works by Bortnyansky — the Cherubic Hymn (bars 44-47) — and Archangelsky -
[omviuasito dertv cmpawtiviti (bars 7-9, 21-24, 29-32, 43-46, 61-63).

As for an organ accompaniment, it is not an index here of Catholic music. The
character of the music is transcendental, connected with the “light” from the other
world. For this effect, an extraordinary scale is used, in which it is impossible to
sing without instrumental accompaniment. See for details the article mentioned in
footnote 1 above.

If a composer is at the same time a priest, does it mean that his liturgical works
are of God-inspired character? Has he received the Holy Spirit at his ordination only
for service as a priest, or as a composer too for his liturgical music (which is a part of
the service)?

If the liturgical works of a composer have a God-inspired character, does it mean
that all the other works of the composer have a God-inspired character too, or only the
liturgical music? For example, if Sergei Rachmaninov’s Liturgy of St John Chrysostom
(1910) and All-Night Vigil (1915) have a God-inspired character, does it mean that all
the other his works, including, for example, the Rhapsody on a Theme of Paganini (1934),
for piano solo and large symphony orchestra, also have such a character?

If a composer creates only secular works, does it mean that none of them has a
God-inspired character?

Returning to our opposition “Art (music) — Church (liturgics)”, it correlates to a
certain degree with another opposition “Free Will — Predestination”: the “artistic”
component of liturgical music, which depends upon the composer, correlates with
“Free Will”, as well as the “liturgical” component of liturgical music, which does not
depend upon the composer, correlates with “Predestination”:

Art (music) €-> Church (liturgics)
I I

I I

Free Will € - Predestination
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The second opposition “Free Will — Predestination” can be considered as the
psychological basis for the first “Art (music) — Church (liturgics)”.
Thus, our initial scheme can be finally detailed:

Predestination < - Free Will

I I

I I

(Church) liturgics € liturgy + music = music (Art)
t>m m>t

>>m m>>t

As a sample of a sacred ecclesiastical liturgical work (II-2-b), my Stabat Mater (2008-
2011, ca 28’), composed for soprano solo, eight-voice SSAATTBB choir with organ
accompaniment, can be considered.” This work was also composed in memory of
my wife Rita.

It needs to be noted that it is usual compositional practice for me to use a literary
text as initial model (of both its aspects — content and structure) not only for my vocal-
instrumental works, where the text is included in the score as an integral part, but
also for my purely instrumental works, where the text is not included in the score,
being its subtext only: for example, Sonata of Motets “Holy Trinity” (2012, ca 16" 15),
for organ solo and Concerto of Motets “Jesus Christus” (2017, ca 15" 45), for organ
and string orchestra were both composed after my Latin-texted motets for vocal
ensemble; and the 12 Choral Preludes (2019, ca 26"), for organ, composed after the
original Gregorian chants.

It is also usual compositional practice for me to use not only a literary text as a
basis for my vocal-instrumental works, where the text is included into a score, but
some initial models from other kinds of art too, which are not included in the score,
being its subtext only; for example:

* painting: Ave Maria (2008), Stabat Mater (2008-2011), Two Madrigals
(2011/2016),

e Dballet: Missa Mediaeval (2002-2005),
e architecture: Missa Canonica (2010-2015),

o light: Lux aeterna (2018).

As for my Stabat Mater, in composing the work, I was inspired not only by the poem
by Jacopone da Todi (1228-1306), but I was also looking through the reproductions
of all the paintings of the Crucifixion which were accessible to me at the time —
chronologically from Giotto di Bondone (1266/1267-1337) to Salvador Dali (1904-
1989).

These had a great impact upon me not only on account their content (the different
images of the Crucified Christ), but also their structural aspect. Thus, the structure
of the Isenheim Altarpiece (1512-1515) by Matthis Gruenewald (ca 1470-1528) — with
its closed and unclosed panels with quite opposite images of immanent life (the
Crucifixion of Christ, in dark, pessimistic colouring) and transcendental life (the
Resurrection of Christ, in shining, optimistic colouring) — was translated by me into
a structure for my Stabat Mater in the following way.

13 The Stabat Mater was inserted into the Roman Missal and Breviary in 1727, and now it appears on the
Feast of Our Lady’s Sorrows, celebrated on 15 September.
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It is a four-movement Sonata cycle:
1. “Stabat Mater dolorosa...” — Sonata form (ca 12" 20),

2. “Sancta Mater, istud agas...” — Variations (ca 5’ 10),
3. “Virgo Virginum praeclara...” — quasi-Scherzo (ca 5),

4. “Amen. In sempiterna saecula.” — Coda (ca 5" 30),

with the opposition of the first three movements and fourth concluding movement.
Movements 1-3, composed on da Todi’s text and scored for eight-voice SSAATTBB
choir and organ, are the symbol of immanent life and correspond with the
Crucifixion of Christ as depicted on the Isenheim Altarpiece. The concluding Coda
uses, simultaneously in counterpoint, two opposite lines:

Firstly, with a new melody, composed after an original Gregorian chant and
sung by soprano solo (on the word “Amen”) with an organ accompaniment — which
is a symbol of transcendental life and corresponds with the Resurrection of Christ on
the Isenheim Altarpiece (the soprano solo is used as a symbol of the Mother of God),

Secondly, the eight-voice SSAATTBB choir sings (sotto voce) simultaneously in
counterpoint with the first line the material of the preceding three movements (on
the words “In sempiterna saecula”). This line, being a symbol of immanent life in
the first three movements, is now repositioned in the context of transcendental life.

As for the above-mentioned intersection of a literary text and music in my works,
there is another unique experience in my compositional practice, when a literary
text was further added by me to my primarily instrumental work: in 2014 I added a
mezzo soprano part with the text “Requiem aeternam” to my Memorial Study Number
2 (2008, ca 5"), composed primarily for piano. The Study was the first of my works to
be composed in memory of my wife Rita, just after her untimely death.

Two musical metaphors were used by me for the transcendental character of the
work: a metaphor for “Eternal light”, which is the two-hand figured chords in the
high register of the piano, the dynamics being “ppp”, and a 7-bar melody, which
is a symbol of a “living person” and consists of two sections , the first of three bars
(symbolic of the “body”) and the second of four bars (symbolic of the “soul”). Both
metaphors interact in the Study. When the “Eternal light” arises for the first time, it
becomes visible for a dying person, but the seven-bar melody is heard once again
— the reanimation of the person is possible still. When the “Eternal light” arises for
the second time, reanimation is impossible — the person is dead, and the seven-bar
melody is split into its two sections, the three-bar “body” descends into the ground
(into the lowermost register of a piano), while the four-bar “soul” ascends to Heaven
(into the high register of the piano). The text “Requiem aeternam” was added by me
to the Study to make explicit the extra-musical content of the instrumental writing.

The Memorial Study Number 2 (2008) was premiered by me on 24 March 2009 at
the Chamber Hall of the Odessa Philharmonic Society at a memorial concert on the
first anniversary of Rita’s death (she was working as a lecturer-musicologist at the
Odessa Philharmonic Society from 1994 till 2008). It was performed a second time
by me on 4 October 2009 at the Golden Hall of the Odessa Literary Museum at a
literary concert of Rita’s works (both poetry and prose) within the framework of the
Festival “3oaoras Ocenr Mupa” (“Golden Autumn of Peace”). The very popular
Ave Maria by J. S. Bach/Ch. Gounod was composed in similar way. Gounod (1818-
1893) added the vocal part, to the text ‘Ave, Maria” to the C major Prelude from the
Wohltemperierte Klavier, volume 1 by J. S. Bach (1685-1750).
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The question about the extra-musical content of a purely instrumental work arises
once again in this context. The Ukrainian musicologist Boleslav Yavorsky (1877-1942)
considered the Wohltemperierte Klavier as a work of specifically sacred ecclesiastical
character. In his interpretation, each of its Preludes and Fugues corresponds with
one or another episode of the Holy Bible (mostly the New Testament), as well as
the dogmatic cycle."* Thus, the C major Prelude corresponds precisely with the
Annunciation. It is remarkable that Gounod’s and Yavorsky’s interpretations of the
Prelude coincide. Comparing the interpretations of the Wohltemperierte Klavier by
great pianists such as Sviatoslav Richter and Glenn Gould, we can see that they are
quite different. Yavorsky’s interpretation of the WTK could become not a dogmatic
“method”, but rather a “key” for a better understanding of the work.

It needs to be noted that the light of a candle and the lampada near an icon
is another symbol of the “light” from the other world, the eternity of the “light”
(compare: “neyzacumas ramnada”). This invisible transcendental “light” lightens our
immanent life, adding a higher sense to our everyday life. In this context, I would
like to quote another unpublished poem Cseua by Rita (Margarita) Ocheretnaya:

Tuxas lepkoBb, CKpOMHas cay>K0a,
Cseun ropAT y UKOH. ..
Sl yAUBASIIOCH: YTO MHe 34eCh HY>KHO?

MoxeTt, mHe Hy>keH OH?

Sl yaAuBASAIOCH COOCTBEHHBIM I1aabliaM,
TpereTHO B3ABIIMM CBeYy...
3a OTOHBKH, UTO APO>XKaT B pUTMe Baabca,

sl cmoana 3anaauy!

Kpecrt, BosHOCAIINIICA B THICSTYEAETHS
C Hecoxpymumeim Vncycom Xpucrom. ..
MosxeT, xouy s 3a YTO-TO OTBETUTD?

Mosxer, nmy s oM —

B T1xo0i1 11epKBy1IIKe, Te CKpOMHas cay>K0a?
Kocrinka cioasaer ¢ naeya...
Cpean cBedeit, 4TO “TaHIyIOT” HeAPY>KHO,

l'oput 1 mos1 cBeual

I will end this article with these optimistic lines, which live after the death of their
author. The flame of Rita’s candle is really the eternal “light”!

14 Mysvikarvras Axademus, Volume 2 (1993).
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INTRODUCTION

It is not always obvious how performance norms become established. In the case
of Russian sacred music, a tendency to local variations across the vasts of Russia
was blunted by the conservatism of the Church, and later directly addressed by
publication of books of chant and other liturgical music. Beyond that, choirs
with national prominence, such as the Capella (previously the Tsar’s choir) in St
Petersburg, and the Moscow Synodal Choir (previously the Patriarch’s choir),
together with eminent conductors (e.g. Aleksandr Arkhangel’sky, Vasily Orlov,
Alexandr Kastal’sky, Nikolai Danilin, Pavel Chesnokov), played a role. However,
by far the most prominent factor in fixing performance norms was the advent of
recordings during the twentieth century. The difficulty here is that throughout
much of this time, the Soviet Union proscribed the composition and performance of
Russian sacred music. Equally, Western choirs had little exposure to, or experience
of, singing this musical genre, and were further limited by unfamiliarity with the
Cyrillic alphabet and the Church Slavonic language, and a lack of oktavists. The
result is that very few works in the Russian sacred music repertoire have yet become
available in multiple recordings and amenable to performance analysis.

One exception is Rachmaninov’s All-Night Vigil, arguably the most familiar work
of Russian sacred music in the West and often known, incorrectly, as his Vespers.
This was composed in 1915, just two years before the 1917 October Revolution. After
the demise of the Soviet Union in 1991, performances of the All-Night Vigil were
no longer proscribed in former Soviet bloc countries, and Western choirs started to
attempt recordings. This allowed Ivan Moody in 2016 to undertake a review of 27
different disc recordings.! However, since some of the relevant recordings in this
review are no longer easily obtainable, and the advent of the Internet has made
numerous other performances available, this comparative study focused on current
recordings freely available online.

1 Ivan Moody, “Rachmaninov’s All-Night Vigil,” Gramophone, December (2016): 127
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METHODS

YouTube offered the largest number of online performances of Rachmaninov’s All-
Night Vigil, with 34 distinct performances at time of this study.? Analysis involved the
Magnificat (section 11), which encompasses substantial variation in dynamics, weight
and colour. Singing of the text is led by the basses, with an intervening refrain exalting
Mary.?> Recordings were divided arbitrarily into three groups.

1. Group 1: four recordings from the Soviet era (prior to 1991), with the first
‘historical’ recording, made by Sveshnikov in 1965

2. Group 2: nine performances by Slavic choirs after 1991

3. Group 3: 21 performances by non-Slavic choirs after 1991

Analysis included elapsed time of performance, and subjective assessments of: choir
size; quality of singing; weight; balance and coordination; tuning; dynamic range;
vocal clarity; and prominence of basses.

RESULTS

The recordings fell into one of two primary patterns or formulations, which were
termed for convenience ‘concert’ and ‘chamber’. Concert performances involved
larger choirs, weightier singing, prominent oktavists, and marked accentuation and
dynamics. This was true of the original recording, made by Alexander Sveshnikov and
the State Academic Choir of the USSR in 1965°. Slavic choirs in Groups 1 and 2 generally
followed this formulation. Performances of non-Slavic choirs in Group 3 were much
more variable. Some followed the more massive concert formulation. However, many
were smaller and gave lighter chamber performances with better balance across the
four voice parts, although with rare exceptions the basses were more than adequate
even without large numbers of oktavists. Other than in the weight of performance,
the most obvious variation was in tempo. The slowest performances took 10 -10 %2
minutes. In contrast, the fastest, from some non-Slavic choirs, took a mere 6 — 6 %2
minutes. Across all three groups, the quality of singing was generally better in the
professional ensembles, but was not directly related to the size of the ensemble. Vocal
clarity was generally good, and pronunciation appeared adequate in most non-Slavic
choirs.

DISCUSSION

This study raises several interesting questions. Firstly, what makes a good performance?
The availability of a wide variety of recordings from choirs around the world seems to
indicate two basic choices. The first is a concert approach, usually with a large number
of singers and oktavists, and a massive, dramatic rendition of great brilliance. This
is the model created in Sveshnikov’s original recording, and followed thereafter by
most Slavic choirs, and some non-Slavic choirs. The second is a chamber approach,
with more nuanced singing and fewer extremes, but with no less emotional impact.
As to speed, the very rapid tempi of some non-Slavic performances seemed out of
kilter with the traditionally slow, reverential style of Russian Church singing. These
faster recordings aside, other chamber recordings offered tempi that are just as slow

2 See Appendix Table

3 “Rachmaninoff Vespers Text and Translations”, The Singers. Accessed May 30, 2020, https://www.
singersmca.org/vespers

4 The latter never officially appeared in the USSR, but was released in the West,

5 Moody, “Rachmaninov’s All-Night Vigil,” 125
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as the weightier concert performances. Maintenance of phrasing can be challenging
at very slow tempi, and is a traditional strength of Slavic choirs. However, lapses in
phrasing were not notable in non-Slavic choirs. Another area in which Slavic choirs
would seem to have an advantage is in Church Slavonic, but pronunciation of non-
Slavic choirs was adequate, at least to the author’s ear.

A second important question is: how are performance norms established? Why
has Sveshnikov seemed to establish such an important precedent? Part of the answer
may lie in the circumstances of the recording. Sveshnikov conducted a world-
class Russian choir, and a large group of oktavists. He was a superb conductor who
himself sang in the Moscow Synodal choir, before sacred music was effectively shut
down by the October Revolution in 1917. We also know that the first performances
of this work in 1915 were given in concert in public to raise money for the First
World War, rather than in a sacred space as part of the liturgy. In addition, this
recording apparently required several takes, and was produced at a time when the
Soviet Union was strongly projecting its achievements to the West. That all seems
reasonable. However, if Sveshnikov’s had been a more nuanced, or even a chamber
performance, consistent with what we know of his own singing career, and sung
for liturgical purposes, would it still function as such a powerful role model? The
answer may depend primarily on the ‘prime mover’ effect, simply the fact that
his recording was the first, and was automatically the most important in shaping
ensuing performance norms. If so, his recording might well have been the default
model, regardless, at least until something preferable came along.

The introduction and development of recording technology, and now the internet,
mean that performances are now no longer evanescent and subject to fallible analysis
from memory. Everyone can listen, re-listen and compare performances, and decide
what they like, based on objective criteria, and especially on subjective aesthetic
and emotional considerations. This study suggests an apparent binary choice for
Rachmaninov’s All-Night Vigil between a brilliant, muscular concert prototype,
and a more nuanced chamber presentation that seems to be emerging among non-
Slavic choirs. Which is preferable is naturally a matter of individual choice. It should
be noted that a similar debate has occurred in relation to Western sacred music of
the Baroque period. Should this involve weighty performances with large choirs,
and orchestras with loud, modern instruments? Or would lighter performances
with smaller choirs and softer period instruments be preferable? ® Many listeners
may be more comfortable sticking with the prototypical, concert Russian approach.
However, the Magnificat is Mary’s canticle, said reflectively by a humble woman, in
reverence and thanks for her blessing. Given this and the complexity and musical
brilliance of Rachmaninov’s score, should we perhaps now be exploring more
nuanced performances?’

BIBLIOGRAPHY

Moody, Ivan, “Rachmaninov’s All-Night Vigil,” Gramophone, December (2016): 124-129

6 As one example, Otto Van Klemperer’s recordings of the first movement of Bach’s St. Mathew Passion
are weighty, and generally last 12 minutes https://www.youtube.com/watch?v=yojsqLYTnEg. Compare this
with recordings made by Nikolaus Harnoncourt, with a much smaller choir and baroque instruments, which
last just 6 ¥2 minutes - https://www.youtube.com/watch?v=F9ZEtPWMO'tU.

7 After this analysis was complete, the author became aware of Ivan Moody’s review of available
performances for the Gramophone. Although, some of the recordings were different, there was concordance
between the two analyses. In addition, although the present study was not primarily concerned with identifying
a best buy, this author agrees that the performance by the Latvian Radio Choir, with Sigvards Klava conducting,
is a worthy exemplar of chamber performances of this work.
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APPENDIX TABLE (STILL CURRENTLY AVAILABLE)

Pre-1991

Post-1991

Orthodox

Slavic
Countries

Post-1991

Other
Countries

ey

2

—_

Choir

State Academic Russian Choir
of the USSR

Johann Damascene Choir

St. Petersburg Cappella

USSR Ministry of Culture
Chamber Choir

St Petersburg Chamber Choir

Bulgarian National Choir

Male Choir “Accordance”

National Choir of the Ukraine

Choir Academy of Choral Art.
V.S.Popova

Radio Television of Serbia
Choir

Choir of the Academy of
Choral Art

The State Moscow Chamber
Choir Children’s Choir Vesna

Seattle Pro Musica

Dale Warden Singers

Estonian Philharmonic
Chamber Choir

Latvian Radio Choir

Conductor

Alexandr Sveshnikov

Karl Linke

Vladislav
Chernushenko

Valery Polyansky

Nikolai Korniev

Georgi Robev

Aleksandr Govorov

Yevhen Savchuk

Dmitri Korczak

Bojan Sudi¢

Vladimir Spivakov

Vladimir Minin

Karen P. Thomas

Dale Warden

Paul Hillier

Sigvards Klava
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Country Date Posted
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Phoenix and Kansas City

https://www.youtube.com/

5 Chorale Charles Bruffy USA August 10, 2018 watch?v=sltC-BnMQos
6 WDR Rundfunkchor Nicolas Fink Germany March 14, 2016 https://www.youtube.com/
y ! watch?v=iG3ERmMtWQs
” Upp.sala Academic Chamber Stefan Parkman Sweden  May 18, 2017 https://www.youtube.com/
Choir watch?v=B-lpss0-8ac
. . https://www.youtube.com/
8 Dei Cantores Peter Jermikov USA July 23, 2017 watch?v=kns509mWE2Q
Podlasie Opera and Philhar- . . https://www.youtube.com/
9 monic Choir Violetta Bielecka Poland May 17, 2018 watch?v=k8BDwBm7wkE
. https://www.youtube.com/
10 Yale Choral Artists Geoffrey Douma USA August 1, 2013 watch?v=S{X]eYz8Gxe
Choral Intensive Drew Uni- . https://www.youtube.com/
11 versity D. Jason Bishop USA February 11, 2017 watch?v=mgKkhFKI1APs
. . . . https://www.youtube.com/
12 Giovanni Consort Carl Crossin Australia October 7, 2013 watch?v=axuXOmfEw7E
13 The Basilica Cathedral Choir, Sara Ann Pogorely, Teri USA December 31, https://www.youtube.com/
and MEOCCA Larson 2014 watch?v=lgTeT9mXuXU
. https://www.youtube.com/
14 Downtown Voices Stephen Sands USA August 13, 2018 watch?v=Y4ncOpGixLY
. . . New https://www.youtube.com/
15 Bach Musica NZ Rita Paczian Zealand January 23, 2017 watch?v=LKVzZEkwj3U
Finnish National Opera . . https://www.youtube.com/
16 Chorus Eric-Olof Soderstrom  Finland  January 8, 2016 watch?v=0AiXc_57BVE
Chor des Bayerischen Rund- . . https://www.youtube.com/
17 funks Michael Glaser Germany June 16, 2018 watch?v=obDBvXOG6jw
18 Rhodes College Mastersingers Tony Gardner USA http://www.patriciagray net/Mu-

sichtmls/vespers/11MySoul. mp3
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CONTEMPORARY PRACTICES OF CHURCH SINGING
AT THE VALAAM MONASTERY IN HEINAVESI!

JoPI HARRI

University of Turku

jopi.harri@ecmr.fi

This paper is based on my participant observation as a singer, chanter, and reader,
carried out in Valaam Monastery over multiple periods since 2013. In May of that
year I went to the monastery in order to photograph musical manuscripts. I also
attended divine services, to notice that the quality of worship had greatly improved
since my last visit of a few days in 2005. One reason for this was that after a break of
several years, there once again were singers in the brotherhood.

At some point during my visit, the cantor tentatively approved me to sing. My
first engagement was a Panikhida at the cemetery. After that I heard the words:
“Welcome also to the kliros.” I then found myself singing the services of Pentecost in
the choir of the brotherhood. It consisted of two monastics and me. This has been the
composition of the choir on many occasions ever since.

In August of 2015 I was returning to the monastery to gather more materials. In
the train I received a phone call from Archimandrite Sergei. He explained that the
brotherhood was going on a pilgrimage to Russia. The cantor they had hired had had
to cancel, and now he asked if I could by any chance sing the services during that
week. I promised to try, but said that quite probably my skills were inadequate. In
fact, I had virtually no experience whatsoever of chanting ferial services, in particular
those of a monastery. But everything went well.

After that, I formally started as a voluntary worker, so that recently I have spent
at the monastery some time during most months of the year. In addition to the
church, I have been cataloguing and researching the historical music collections of
the library.

1 This article contains slight adjustments and updates in relation to the paper read at the ISOCM Conference
of 2019, and references to audio examples played on that occasion have been removed. The description itself
still pertains to the situation at the monastery until the summer of 2019, the more recent evolution of the subject
not having been taken into consideration. The author is thankful for the sympathy and support to the current
research of the monastery brotherhood and personnel, in particular the Very Reverend Archimandrite Sergei,
and for the Valamo Foundation for financially supporting the presentation.
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DIVINE SERVICES

At first, the most difficult thing for me was that the services started at six in the
morning, when I was in far from my best state. But I somehow got used to it. On
the other hand, the schedule is easy to remember: in most cases, one needs to be in
the church at six, morning and evening. On Sundays and great feasts, the schedule
differs somewhat. For most of the year, the time needed for services is from three
to five hours a day.

TABLE 1: SCHEDULE OF DIVINE SERVICES

Weekdays (eve and day) Great Feasts Sunday
and Sundays evening

18.00 9th Hour, Vespers, Evening Prayers (1'2 hours) 18.00 Vigil (2% | 18.00 Ves-

Great Lent: Mondays, Tuesdays, Thursdays: Great hours, if not pers, Three

Compline (instead of Evening Prayers), Wednesdays longer) Kanons and

and Fridays: Liturgy of Presanctified Akathist

06.00 Morning Prayers, Orthros; Tuesdays, Thursdays, | 09.00 3rd Hour, | (1%2 hours)

Saturdays also Liturgy (c. 1722 hours); Liturgy, Panagia

Great Lent: Mesonyktikon (instead of Morning Service (about 2

Prayers), Liturgy on Saturday hours)

Additionally, the Moleben (about half an hour) is served at 12.00 on Saturdays and daily during the
summer. On some feasts and other days, the order is different.

The services at Valaam, mainly conducted in Finnish but sometimes containing
parts in Church Slavonic and other languages, are generally officiated with less
abbreviation than is the parish practice in Finland. In all services, troparia and
kontakia are almost always sung as appointed. Vespers is sung absolutely in its full
form. Vesperal Psalms and stichera are sung as appointed, the psalms read in full.
On ferial days, Vespers contains the appointed kathisma and is preceded by the
Ninth Hour, unless there was a Vigil on the previous day.

Little Vespers is never served. As part of Vigil, Vespers contains the first stasis of
the first kathisma, however, with no stichologia; on Saturdays, the two remaining
stases are read. Litia and artoklasia are performed in every Vigil as appointed,
although the first prayer of the litany is substituted with the beginning of the
augmented litany. Stichera aposticha are sung in full. On ferial days, Vespers takes
about half an hour, and as part of a Vigil, about one hour.

On the other hand, Orthros is not served without abbreviations. Only one
kathisma is read. On Sundays, only one gradual antiphon is read or sung. Instead
of the full set of appointed canons with usually 14 stanzas for each ode, the typical
selection in Valaam is something like four stanzas from one or two canons, one
of them being the heirmos. The heirmos is not repeated. On great feasts with two
canons, the heirmos is sung only from the first canon. On ferial days, the heirmoi
are taken from the Octoechos, but they are not always those of the first canons.

On feasts of saints, the appointed first canon of the Theotokos is omitted, and
the heirmoi are taken from the first canon of the saint. Canons of the Menaion are
omitted for commemorations of less than Polyeleos rank. Katavasia are almost
always only sung to odes eight and nine. Because the Menaion canons are left
out even during Great Lent, the Lenten Orthroi have only two, three or four odes.
Biblical Canticles are obviously omitted.
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Further abbreviations take place after the canon. Whereas the stichera of Vespers
are mostly sung in full, some of the stichera of praise are typically left out. On
Sundays, the Gospel sticheron is usually sung.

When Orthros is followed by Liturgy, it is cut off right after the Great Doxology.
When there is no Liturgy, the service proceeds as usual, but before the end, the
Gospel of the Liturgy is read.

Orthros is generally not followed by the First Hour, unless it is part of Vigil.
Even in that case, only one psalm is read. The Liturgy is preceded by the Third Hour
in those cases when Orthros has been officiated on the previous evening. Therein,
all three psalms are read. The Sixth Hour is normally read only as part of Royal
Hours.

During Lenten ferial days, the Mesonyktikon that precedes Orthros is officiated
almost in full. The main abbreviation pertains to Kathisma 17, which is divided into
five parts, of which the first is read on Monday, the second on Tuesday, and so on.

The minimum personnel needed in church consist of a priest, a cantor, a reader,
and a ponomar. On Sundays and feasts, the preference is to have more than one
priest and one or two deacons. The limits of the brotherhood are soon reached: as of
May 2019, there are eight monastics working in church. As not all are able to handle
every task and are not always present, deficit occurs easily, and outside assistance
is appreciated.

CHURCH SINGING AT VALAAM

That the available forces are limited has the effect that polyphonic singing by the
brotherhood is possible quite infrequently. The brotherhood has two professional
cantors who are hierodeacons, and in church they have also assignments other than
singing. Professionalism means not only the knowledge of chants, but also good
voices, conducting skill, musical taste and the ability to create a well-considered
stylistic outcome. Of particular importance are musical fluency, rhythmical precision
and consistency. At the monastery it is generally unfeasible to sing slowly, because
that would lengthen the services and make them tedious.

Beside the cantors, some other members of the brotherhood have chanting
shifts. Sometimes the shifts are taken by volunteers. On certain feasts, the volunteer
singers organize themselves as the Male Choir of Valaam Monastery. A few times
per year, the Konevets Quartet, a professional ensemble from St Petersburg, comes
to the monastery and sings in divine services. Occasionally also, visiting parish and
other choirs may participate.

As I’ have shown elsewhere,” the Slavonic singing tradition of Old Valaam came
to its end in the late 1960s. Quite probably, the death of Hegumen Nestor in 1967 was
the last blow, after which there was no longer a monastic choir capable of musical
singing. In the 1970s, the liturgical language, and also the language of church
music, shifted gradually to Finnish. The main problem in that was that almost no
liturgical texts were available in Finnish. When there were no more persons capable
of reading in Slavonic, an unfortunate impoverishment of the services resulted. The
situation finally improved with the availability and observance of the full Octoechos,
Menaion, Triodion, and Pentecostarion, something that came about only during the
present decade.

2 Jopi Harri, “On the Polyphonic Chant of Valaam Monastery” in Church, State and Nation in Orthodox
Church Music, ed. Ivan Moody and Maria Takala-Roszczenko (Jyvaskyla: The International Society for Orthodox
Church Music, 2010), 203-204; “Valamon luostarin kirkkolaulun ominaispiirteita 1800- ja 1900-luvuilla” in
Etnomusikologian vuosikirja 28 (S.1.: Suomen Etnomusikologinen Seura r.y., 2016), 2.
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THE MUSICAL REPERTOIRE

The fading of the old brotherhood and the change of language had the side-effect
that the bulk of the old musical repertoire of Valaam went out of use and was almost
entirely forgotten. In spite of these changes, contemporary church singing in Valaam
is by every measure something that can be called traditional, or normal, being a
direct follow-up to the historical continuum that dates back to pre-Revolutionary
Valaam. There are no nationalist, xenophilic, eclecticist, or modernizing tendencies.
The basic repertoire is relatively constant but easily expanded when there is need,
given that the style remains consistent. Although the set-up in a small monastery
requires certain concessions, the current situation is more than merely acceptable.

CURRENT BASIC CHANTS FOR MUTABLE HYMNS

The changing hymns are mostly sung from text, a prima vista. This applies to stichera,
troparia, kontakia and heirmoi, and some other genres, such as magnifications and
the sung parts of akathists. Unlike the old practice of Valaam, sessional hymns are
now usually not sung, but read.

In principle, but only in principle and not in every respect, the chants for this are
the same as in Finnish parish usage, into the structure and background of the chants
of which I conducted research in my licentiate thesis of 2001.° The majority of these
chants represent the Court Chant of St Petersburg, but there are some peculiarities
also.

Starting in 2018, I made the attached engraving (see the Appendix) of these 22
chants sung in Valaam, intended as a reference for the monastery, since no such
document existed previously. This has to do with the fact that I had noticed that we
actually did not sing these chants in the way they appear in chant books.

While in most cases the main modification is the transposition of the parts so
that the melody is doubled not in the lower sixth but in the upper third, in others
there are more substantial changes. Now if someone is invited to the kliros and tries
to sing without realizing this, the result is certainly less than acceptable.

There are eight samoglasen chants mainly for stichera, seven troparion chants for
troparia, kontakia, and related hymns (troparia and kontakia of tone 5 are sung to
the samoglasen), and seven for heirmoi (heirmoi of tone 3 are sung to the troparion
chant), totalling 22 Octoechos chants to be memorized by the singer.

In the engraving, such models are provided for the chants so that the singer can
recall them easily, assuming that he is already familiar with them to a sufficient extent.
From the scientific point of view, the documentation is less than detailed and lacks
formal exactness. Most models are taken from the chant book Sunnuntaivigilia [Sunday
Vigil] (1957; 1986),* the remaining ones from some other part of the common repertory.

In printed books, the chants are usually rendered in such a way that the melody
is placed in the soprano part, and it is doubled at the lower sixth in the tenor part.
The doubling is occasionally deviated from somewhat. In the Valaam set-up, the
top part (first tenor) is usually the upper third of the melody (found in the second
tenor), that is, the part that most often corresponds to the tenor part of the mixed
choir setting.

3 Jopi Harri, Suomalainen kahdeksansavelmistd ja venidldinen traditio (unpublished Licentiate of
Philosophy thesis, Department of Musicology, University of Turku, 2001).

4 Sunnuntaivigilia: Kahdeksansivelmistoineen (Pieksamaki: Ortodoksisen kirjallisuuden julkaisuneuvosto,
1957).
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But at Valaam, the melody is doubled at the upper third as systematically as
possible even when the printed music has something different. In some cases, this
strict doubling causes modification even in the harmony. Those chants that differ
most from the printed renditions are the samoglasen chant and heirmos chant of
tone 5; the heirmos chant of tone 2, the scheme of which is simplified in relation to
the printed version; and the heirmos chant of tone 7.

The differences are less pronounced in the troparion chants of tones 1, 2, and
8. The heirmoi of tone 3 are to be sung in the same way as troparia, although the
resurrectional heirmoi have been setin a slightly different manner in Sunnuntaivigilia.

Because of the lack of singers, four-part singing on the Valaam kliros is a rarity at
this moment. When there is one singer, one or another of the melodic parts is chosen,
perhaps most frequently the lower of them. When there are more singers, the singing
usually takes place in two or three parts. Singing in two parts normally happens in
parallel thirds. If there is a third singer, usually a lower part is attached, consisting
of the baritone part (the second part from the bottom) of the engraving, or the bass
part, or an orally synthesized ad hoc part based on both. Sometimes the set-up may be
such that the baritone part is sung transposed to the upper octave, and in three-part
singing, the bass part is then left out.

The ranges of all chants in the engraving have been kept as uniform as possible.
If the range be unsuitable for the current choir, a more feasible basic pitch can be
selected. Even within the same basic pitch, the music can always be transposed by
a fourth in any direction.

Experience has shown that even advanced singers have difficultiesin memorizing
the versicle phrases of the samoglasen chants (in the current practice usually applied
only to the Doxology refrains by the choir), even when these are to be sung from
the sheet of music that is kept on the kliros for reference. Therefore, the Doxology
refrains have been placed before each sticheron model. It would be preferable to
know these also with such confidence that the singer would have no need to resort
to notated music.

As is obvious to practicing church musicians, singing from text requires not
only theoretical knowledge about the conduct of the chant. It entails also the kind of
cognitive automation that renders possible the attachment of any text line to the chant
phrase in a uniform way even when there are multiple singers, who sing in parts. As
we know, it can be made to work. I am unaware of research into this process, even if it
would make an interesting topic. Certainly in the singing there are often some faults,
but on the other hand, the more this is done, the better it becomes.

SAMOGLASEN AND PODOBEN CHANTS OF THE VALAAM TRADITION

One part of my research has been the reconstruction of the Valaam samoglasen and
podoben chants.” These were used in the old singing tradition for almost all of the
changing hymns. At that time, the choir did not sing from text, but the singing
took place with the canonarch. There were a total of 20 chants: eight samoglasen
chants and twelve podoben chants, of which one had fallen into disuse before the
1890s. The podoben chants were used for stichera automela and prosomoia, and the
samoglasen chants to other stichera, troparia, kontakia, sessional hymns and some
other hymns, but generally not for heirmoi, other than those of tone 3.

5 Jopi Harri, “How Were Stichera Sung at Valaam?” Journal of the International Society for Orthodox Church
Music 3 (2018): 151-184.
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These chants can also be sung without the canonarch, in the same fashion as
the current generic chants, but as they fell into disuse, they cannot be readily sung
without music. Recently we have been using them at Valaam on a few festal occasions.
These include the feasts of Ss Sergius and Herman on September 11 and June 28, and
the feast of St John of Valaam on 5 June. Furthermore, the Orthros antiphons of Great
Friday have been set to Valaam chants.

COMPOSITIONS AND OTHER HYMNS SUNG FROM MUSIC

Fixed hymns, as well as even some changing hymns, are also sung from music. The
musical materials are quite heterogeneous. Among them there are usual and less
ordinary printed chant books from different times (see Table 2), and photocopied
extracts of them, but also a significant amount of unpublished music. This covers
photocopies of handwritten manuscripts, as well as computer engravings. Much of
this music has been written down by the monastery cantors and some others, mostly
during the last decade.

TABLE 2: SELECTION OF CHANT BOOKS USED ON THE VALAAM KLIROS

e Vigil: Sunnuntaivigilia (1986, first edn. 1957); Vigilia I (1943, contains a good vari-
ety of fixed hymns in different versions); Veisatkaa Herralle (abr. Festal Menaion,
1981, orig. 1942).

e Liturgy: Jumalallinen liturgia (2011); Liturgia (1954); O6uxo0 yeprxoenoco neHis:
booicecmeennasn Jlumypeus (M. 2005); Ilecnonenus boocecmeennou Jlumypeuu
(Kpacnoropck 2008)

e Both/others: Ortodoksinen laulukirja (Orthodox Hymnal, 1944, two- and three-part
versions of fixed hymns ed. by hm. Paul); Hautaustoimitus (Funeral, 1959); Hauta-
ustoimitus (Funeral, 1913); Obuxoov Baraamckazo Monacmuips (1909)

o Text editions: Oktochos (Resurrectional, 1983); Juhlaminea (Festal Menaion, 1987);
Pentekostarion (1999); the usual service books in Slavonic.

e The ferial Octoechos, Menaion, and Triodion in Finnish are used as unpublished
sheets.

The loose-leaf materials on the kliros as of May 2019 incorporate a decent selection
of traditional chants and through-composed pieces by various composers from the
classical repertoire common in Russia and Ukraine.

Highlights of that repertoire are provided in Table 3. Additional music on loose
leaves include litanies, Lenten hymns and chants (those by Kustovskij are used for
litanies and the like), and miscellaneous (festal) hymns. All the loose-leaf music on
the kliros I have investigated for this paper covers about 500 pages. Most of it is in
use.

The majority of the music is written for a four-part male, mixed, or monastic
choir, but there are also settings in three and two parts. When the music is sung,
the parts are adjusted accordingly. Quite often the parts are not sung as written, but
modified ad hoc.

When the current repertoire is compared to the Slavonic manuscripts that were
used until the 1970s, one may notice that a considerable part of the music is the same,
and what remains is stylistically similar.

6 Between the conference and the current May of 2020, a significant amount of music has been introduced
to the Valaam kliros, but because systematic research into the additions is not possible at this time, they remain
unconsidered in the present article.
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TABLE 3: HIGHLIGHTS OF LOOSE-LEAF SHEET MUSIC ON THE VALAAM KLIROS
* = only Slavonic; underlined = sung even before 1970).

e Vigil: Psalm 103 (TSL; Samarin; Allemanov); Blessed Is the Man (Rostov; Ionafan;
TSL; Riga); Gladsome Light (Bakhmetev; Valaam; Lavrskoe; Azeyev); Great
Prokeimena (Znamenny); Prokeimena (Valaam); Vouchsafe (KPL); Litany of Litia
(“Vodka con el mescalin”; Yaychkov*); Sanctifying the Whole World (Valaam); Song
of Simeon (Piihtitsa; Bulgarian; Arkhangelsky); Rejoice; Virgin Theotokos (Led-
kovsky; Anon.; Smirnov; Hurko; Gvozdetskiy*); Psalm 33 (Kievan); Praise the Name
of the Lord (Valaam; Obihod; Lvovsky; Athonite; Arzumanov); Resurrectional
Troparia Blessed Art Thou (Znamennyj; Optina); From My Youth (KPL; Valaam; Oze-
rov; Solovetsky Chant; TSL); I Shall Open My Mouth (Greek / Lvov); Magnificat (Oz-
erov; Stetsenko®; Anon.); Thou Art Most Blessed (Kievan; Optina*; Valaam); Great
Doxology (Znamenny; Stolp); Today Salvation & Thou Didst Rise (Valaam); To Thee;
the Victorious Leader (Valaam; Allemanov; Sedmiezernaya Joy of the heavenly host).

e Liturgy: First Antiphon (Matfey am.; KPL); Second Antiphon (KPL; Znamenny /
Matfey am;); Only-Begotten Son (Anon.; Valaam ferial); Beatitudes (Anon.; Mar-
tynov*; Obikhod; Allemanov); O Come Let Us Worship (Anon.*; Kievan); Trisagion
(Kievan; KPL*; Golovanov*; Polish*); Alleluia (Valaam / Harri; “Moscow” Their
proclamation; KPL in 8 tones); Cherubic Hymn (Their proclamation / Harri; Vladi-
mir / Harri; Vladimir / Kastalsky / James hd.; Pechengian; Vedel; Sergievskaya;
Sofronievskaya; Their proclamation / Kastorsky; “Titanikskaya” = Nearer, my God,
to Thee;, KPL Obyatiya ottsa; Sofronievskaya / Kastalsky; Smirnov No. 3; Si-
monovskaya; Let all mortal flesh / Vissarion m. [Uvarov]; Malashkin Op. 29; Valaam
/ Harri; Simonov-Streletsk / Solovyev; Staro-Simonovskaya / Kastalsky; Kalinnikov /
James hd.; Ufimskaya; Serbian; Lyadov; Scarborough Fair / McGlynn / James hd.);
Creed (“Major—Minor”; “Akathist chant”); Eucharist (Bulgarian*; Znamenny / Ha-
konen; Znamenny / Kovalevsky; Rimahov*; Skitskoe; He is my helper and protector /
Vissarion hm. [Uvarov]; Jerusalem; Valaam / Harri; Arkhangelsky [in the spirit of an-
cient chants]; Bulgarian / Byzantine; Serbian / Harri; Serbian / Kastorsky; Rostov;
Athonite; Hristov; Pseudo-Valaam / Trubachev*; Kievan for St. Basil / Izvekov;
Kievan / Gardner; Myasoedov in Major); It Is Truly Meet (Valaam O house of Eph-
ratha / Shidlovsky; Pochaiv; KPL tone 8; Sedmiezernaya Joy of the heavenly host;
Optina When he took Thee dead; Of old You buried; Bortnyansky; Valaam after the
kanon); The Angel Cried (Valaam Sbornik); Lord’s Prayer (Pochaiv*; Kievan); One
is Holy (KPL; Znamenny); Praise the Lord (Raduysya / Rimsky-Korsakoff); Com-
munion hymns, various (Raduysya / Posternak); Like As the Hart Panteth (Alexan-
drov chant); Give Rest with the Just (Pseudo-Lvovsky); Thou Only Art Immortal
(Pseudo-Lvovsky); O Fervent Protectress (Anon.); I Will Pour Forth My Prayer
(“Olden chant”); The Just Shall Be in Everlasting Remembrance (Greek / Kastorsky);
We Have No Other Help (Kievan); Beneath Thy Compassion (Bortnyansky): Exapos-
tilarion for all saints of Valaam (KPL); Many Years (Evdokimov*; Tver*).

The known Finnish adaptors and engravers include: Bondarenko, Maria (2 hits);
Damaskinos, s-hm. [Olkinuora] (1); Hakonen, Petri, p. (3); Harri, Jopi (18); Hérkonen,
Jyrki, pd. (1); James, hd. [Zhukov] (76); Ketola, Jari (4); Matveinen, Pauli (1); Nemlan-
der, Elena (1); Paul, hm., archb. [Olmari] (4); Petsalo, Elisabet (9); Takala-Roszczenko,
Maria (1); Tchervinskij, Helena (3); Vola, Joosef, p. (75); Wilenius, Tatjana (1).

Key to abbreviations: TSL = Trinity-Sergius Lavra; KPL = Kiev-Pechersk Lavra; hd. =
hierodeacon; hm. = hieromonk; s-hm. = schema-hieromonk; p. = priest; pd. = protodea-
con; archb. = archbishop.
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Appendix Tone 1 Samoglasen |:1|2|3|4:|T||
Kunnia... Po-jal-leja Py-hdl-le Hen -  gel - le.
Nyt...  i-an-kak-ki-ses-t. A - - - men 1) Vei - suin ylistakadmme Neitsyttd Mariaa, koko

gy i (ﬁ
(9] ]
€ ]
[© ) ]
1]

maa-il-man kun - ni-aa,  2) ihmisistd syntynyttd ja Valtiaan syn-nyt-té-jas, 3) tai-vaan porttia, ruumiittomien olentojen
I S U

veisausta ja  us - ko-vais-ten kau - nis-tus-ta.  4) Silld hin tuli taivaaksi ja ju-ma-luu-den temp - pe - lik - si.

G LRI LA

1) Ly6-ty-aén maahan vihan valiseindn han toi tilalle rauhan ja avasi val-ta-kun-nan. 2) Hénessd meilld on uskon ankkuri, ja

1 [ =

hanestd syntynyt Herra on puolesta - tais - te - li-jam-me. ~ 3) O-le siis roh - ke - a, Jumalan kansa, & - 1d pel - ké,

A

The Versicle Phrase is independent. There is a long note before
the recitative in Phrases 1 and 3, which are considerably similar
#A 3} m to each other. The similarity of Phrases 2 and 4 may cause more

- ot a—t-o confusion especially in hymns of greater length. In order to avoid

N
P

TR

T) sillé kaikkivoimallinen Herra viholliset voit - taa.

this, it may be useful to remember that of these two, Phrase 4 is
longer and is followed by the dominant chord.

Tone 2 Samoglasen [1|:2|3|4:|T||
Kumnia... ja Py - hdl - le Hen - gel-le.

Nyt, aina ja iankaikkises-ti. A - men. 1)Tulkaa, kumartakaammesist ennen kaikkia aikoja syn-ty-nyt-td
et g : g 12,444
— = Fo——L1t—1 = ———¢

2) ja Neitseestd Mariasta lihaksi tullutta Jumalaa Sa-naa, 3)sil- 14 omasta vapaasta tahdostaan kérsitty- &dn ris - tin

e g | . —— H Ei:é:é:!
P I 1 ——— o 4 —
|‘ |‘ = IS F_ I
4) Hin salli haudata it - sen - s8  T)ja kuolleista ylosnousten pelasti minut, eksy-neenih - mi - sen.
' = ’ )
) F l - | I 1o [N -I9 4

The Versicle Phrase is similar to the Terminal Phrase. There is a long note before the recitative in Phrase 3. The long note may be preced-
ed by short notes. In practice, the long note may be left out, but this should not take place without reason.
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Kunnia...ja Py - hil-le Hen - gel - le.
Nyt...1 - an-kaik-ki-ses-ti. A __-  men. 1) Sinun ristisi kautta, Kristus Vapahta -ja,  2) on kuoleman valta

-
/ \

ity g e 1 g 18 4

= | | == o — o ——
ku-kis-tet-tu  1)ja kiusaajan eksytys tyhjiksi teh - ty;  2)mutta uskossa pelastuva ihmis - - ku

g 44
Vﬁl e —L

T) Sinulle alati kiitos - virt - t& e¢-des-kan - taa.
N

Y

The whole thing may be sung also in this fashion, transposed down by a fourth:
1) Sinun ristisi kautta, Kristus Vapahta-ja, 2) on kuoleman valta ku-kis-tet-tu... T) Sinulle alati kiitos-virt-ti e-des-kan - taa

e = = =D
S=—c:E5h

=
51

N ¢
N ¢

_T'“L

ii The Versicle Phrase is similar to the Terminal Phrase.

efeloo)

1 1 | =
T T T

Tone 4 Samoglasen |1]2|:3|4|5:|T||

Kunnia... Py - hél-le Hen - - - gel-le
Nyt..  i-an-kaik-ki - ses - t. A - men 1) Sinun eldvaksitekevélle ristillesi alati kumartaen, Kristus

v :

3) Sil-18 sen kautta Sind, kaikki -

E

s

voi - mal-li-nen,  4) uudistit perin turmeltuneen ihmis-luon - non  5)ja avasit meille tien tai - vai - siin,

S M E preeii i

P

T) oi ainoa hyvé ja thmi - si - & ra - kas - ta - va.
The Versicle Phrase is independent. There is a long note
= B i % at the beginning of Phrase 3, possibly preceded by up-
— — ward movement. The phrase may begin also with the
dissonance, directly preceding the long note.

g Qe
Y
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Tone S Samoglasen |:1|2|3:|T||
Kunnia...  ja Po-jal-le ja Py - hil-le Hen-gel-le.
Nyt, ai-na ja i-an-kak-ki - ses - ti. A men. 1) Oi Kris-tus, Sind kunniallisella ristillési hapaisit
I P B o i ” .

kiu - saa-jan 2 ja ylosnousemisesi kautta teit synnin odan tyl - sk - si
¥ =
T) Me ylistimme Sinua, Jumalan ai - no-kai-nen Poi

B S DI N I

Z b 1 (7]

3) ja pelastit meiddt kuoleman por - teis-ta.

| [
The Versicle Phrase is independent. Phrase
1 has a long note before the recitative. The
chant version differs from the one of the
chant book Sunnuntaivigilia [Sunday Vigil]

BT
N ¢

—a
NEER

] |' o f' 1|9 F F F O inthe fashion that the melody is consistent-
ly doubled in the upper third, and the Ter-
minal Phrase is cadenced in major. This
chant is used even for troparia and kontakia.

Tone 6 Samoglasen |:1|2|3:|T||
Kunnia... ja Pojal-le ja Py-hil-le  Hen gel - le.
Nyt, ai-na ja i-an-kaik - ki-ses-ti. A - - - men.  I)Sinun yldsnousemistasi, Kristus Va - pah-ta-ja
R, = |‘ ?\\"Uc ’ o ‘i.-i.-"
2a) enkelit veisuin ylistivit tai - vais - sa, 3) tee meiditkin maan padlli o - tol - i - sk - si

g 37 4
o |'9

75 P — F ot F | E— "l‘, ——
Ta) Sinua puhtain syddmin y - lis - td - mdin.  2b)..silld kérsittyinsd meiddn edestimme ristin vai vat
i’;__‘J s 8 $ e 32 4
: ot —t— = = o
Tb) Hén kuolemal-lan - sa kuo - le-man ku - kis ti. 3K) ... maan palld o - tol - li - sik - si
75 o F - F= — o—f—l = | =

The Versicle Phrase is independent. Should Phrase 2 occur before the Terminal Phrase, it ends like Phrase 3. The Terminal Phrase can be
sung as having the upward-downward movement. In Phrase 3, and Phrase 2 before the Terminal Phrase, the lowermost parts can be sung
in parallel octaves F-E,-D in the Kievan fashion.
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Tone 7 Samoglasen |:1|2:|T||

Kunnia... ja Py - hil - le Hen - gl - e
Nyt.. i-an-kaik-ki-ses-ti. A -___-__ - men 1) Si-nd, maa - il-man  Vapahtaja, nousit ylos hau - das-ta

- - o

7N

Py
r 1 1

= =+ = . ==
BN

Her ra
4V|'—|'—|'—|' — F F

The Versicle Phrase is independent. All chant phrases have a long note before the recitative.

Tone 8 Samoglasen |:1|2|3:|T||

N
LI
NEER

ol-koon Si - mul - le.

PP 5

)

N

Kunnia olkoon Isélle ja Po-jal - le ja Py-hille Hen - - - gel - le. (Hen)-gel - le.
Nyt, ai - na ja i-ankaik - ki-ses-ti. A - - - __ - men (3 - men
3 8 44484 o 47
¥ R e cial t ot
v I | r_E_/g \\~~(3———__--l—’ © 11 |\ _'9 L/ 1]

1) Oi Jee - sus, taivaasta alas tul - lut,  2)Sind ylensit itsesi ris - til - le  3)ja ollen kuolematon eliméd

Iy 4w divd] 4

=

> o
P —p

%F}M}F\}—F’rh_lqlJ

laskeuduit a - las  kuo - le-maan. 1) Si-nd, to-ti-nen Val - ke-us,  2)ilmestyit pimeydes-sd o - le-vil-le
~ g 4 4 b& J !
— oa'i"'}s{r;: o

3ﬁ ollen kaikkien ylosnousemus, tulit lan-gen-neit-ten ty - ko. 1) Kunnia olkoon Si-nul-le, T)mei-din L‘Val-ke-
£
|

et

N
BT
9%

—_~

ﬁ
e
\|
—w
\|
I
—s T
L
W
O[Y

The Versicle Phrase is independent. Should the following sticheron begin with
a long note, the end of the versicle may be led to that with upward movement.
" When Phrase 1 recurs, it starts on the recitative after the long note.
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Tone 1 Troparion Chant |:1]2:|1]2||

2)ja siunaa Sinun pe-rin-to-d-si. 1) An- na seu-ra-kun-nal-le-si

~
l\’
b4
8

| [® ]

rllllo

N~

1) Pe-las-ta, Her - ra, Si-nun kan - sa-si

e 2
T

g

=

>
|

voit-to vi-hol-li-sis-ta  2)ja suojele ristilldsi Sinun val-ta-kun-taa-si.

S TP

Phrase 1 can begin on either the tonic or on the dominant chord. The chant ends on Phrase 2, always preceded by Phrase 1. In the Typical
Psalms of the Liturgy (if not even in other hymns), the last phrase may be preceded by Phrase 1b, once or twice. Unlike the usual chant
version, herein the melody is constantly doubled in the upper third.

Tone 2 Troparion Chant |:1|2:|T||

1) Tul-tu-a-si a-las kuo-le-maan, Si-nd, kuo-le-ma-ton E-13-md,

1b)... mi

2) kuoletit helvetin jumaluutesi kirk-ka-u-del-la.

"2 4

B

'y

»

1) Ja kun kuol - leetkin manalasta y-16s he - ré - tit,

i4°3 4

—
2

7

F

fof

g

p

B

=

®

=

®

rlll

2) niin silloin kaikki taivaalliset voimat huu-si-vat:

O

T) Elimanantaj:

Ty

I~
gl

=

&

fof

F

tof

r

—H

Kristus, meiddn Ju-ma-lam-me, kun-ni-a ol-koon Si-nul-le! . . )
When applied to a short text line, Phrase 1 may begin

with the recitative, that is, with the tonic chord. Unlike
the usual chant version, herein the melody is constantly
doubled in the upper third.

Tone 3 Troparion and Heirmos Chant |:1]|2:|[2b]|T||

1) Rie-muit-koot taivaaalliset ja iloitkoot maan paal-1a

EETIT

lan-sa: 1) Hén kukisti kuo-le-mal-laan kuo -

I "

~

ef =[]

- le-vat, 2)silld Herra teki voimallisen tydn ka-si-var - rel-

5 $34 4
o R

H

kos-sa.

le-man

2) ja tuli esikoiseksi kuolleitten jou -

1) Helvetin

;FIF !

kidasta Han pds-ti mei - dit 2b)ja te-ki maa-il-mal-le  T)suu
"o l’ 7 A O
—1 |\|' 7 r r o — - c\/ —o —

When Phrase 1 recurs, it should start directly with the F Major chord (the actual practice is changeable). Phrase 2b appears after Phrase 1
before the Terminal Phrase when there is an odd number of lines. A shorter variant of Phrase 2b (omitted here) may in these days be en-
countered perhaps nowhere else but in the responsory God Is the Lord. The long note of the Terminal Phrase may be preceded by recita-
tive on the same chord. The harmony of the Terminal Phrase differs slightly from the usual chant version of printed books. The heirmoi
are sung (or, should be sung) from texts according to this chant, although the heirmos chant in Sunnuntaivigilia is not entirely similar.
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Tone 4 Troparion Chant |:1|2:|T||

1) Tloitse, Jumalan Aiti, Neitsyt, armoitettu Ma-1i - al  2) Herra on Sinun kans - sa-si.

1) Siunattu olet Sind naisten jou-

== =i =i
kos - sa,  2)ja siunattu on Sinun kohtusi he-del-md, T)silld Sind olet synnyttinyt sielujemme Pe - las - ta - jan.

o : 8 J‘%_H —s is 7—8—

'b,g= Ei '1;;=F i?‘ F" :;II

Tone 6 Troparion Chant |:1]|2:]|1|2||

1) Enkelein voimat ilmestyivét Si-nun hau - dal-le- si,

2) ja var-ti-jat menivét tainnoksiin niin-kuin kuol -

leet.

#B—F 1o

1) Maria seisoi hau-ta-si luo - na  2)et-si-en puh-tain-ta ruu-mis-ta-si.

1) Si-nd van-git-sit hel - ve-tin,

1) Sind tulit vastaan neitseelle, oi E - 14-mén-an

ta-ja

2) kuol-leis-ta ylosnoussut Herra, kunnia ol-koon Si - nul - le.

i

19-
Tone 7 Troparion Chant |:1|2:|1]]

1) Oi Kristus Jumala, Sind kir-kas-tuit vuo - rel - la

Ja osoitit kunniasi opetus-

Troparia and kontakia of tone 6 are sung even to the
samoglasen, perhaps in most cases.

lap-sil-le-si 1) hei-dén ky-ky-

Z b F
v

it

jen-si mu kaan.

2) Valaiskoon Jumalansynnyttajan rukouksien tih - den

1) meitdkin, syntisid, 1- kui-nen

1 F

N~——

val-ke-u-te-si.  2)Kun-ni-a ol-koon Si-nul-le, 1) Val-ke-u-den-an - ta - ja.
~ 1 The final phrase is
i Phrase 1, necessarily
F = \'F © preceded by Phrase 2.
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Tone 8 Troparion Chant |:1:

|

1) Oi Lau-pi-as, Si-nd pe-las-taak-se- si mei-dét kir-si-myk-sis-td  1)tu-lit a-las kor-ke-uk-sis-ta ja kér-sit

kol-mi-péi-véi-sen hau- dan.  Ta) Her-ra, mei-dén e-13-mim-me ja yldsnousemisemme, kunnia olkoon Si-nul-le.

ot o

N
B
N

Tb)...ol-koon Si-mil-le.  Te)...ol-koon i - mul - le The Teminal Phrase has t.hree varieties. Ta accords with
i i Finnish chant books, and is normally sung when there are
= i S 22— 799 —=——=—8—q three or four parts. In two parts, either Tb or Tc is used,
— i, i. m— i. ' f_PTH the former duplicating Phrase 1, the latter ending plagally.

Unlike the usual chant form, the melody in Phrase 1 is
constantly doubled in the upper third.

10217

1) Si-nd ainoa, joka tunnet ihmisluonnon heik-ko-u-den 2)ja joka sddlien meitd ofit itse tmén luon-non péal-le-si,

53 !gfl B St

L I 1T 7 1 LN I

Tone 1 Heirmos Chant

1) vytd minut voimalla kor-ke - u-des-ta, ~ 2)et-td mi-nd huu - tai-sin Si-nul-le: 1) pyhd on Sinun sanomattoman

i ;

The first two notes of Phrase 1, or the second of
them, are customarily left out if there is an accen-
tual word in the beginning of the line or its second
syllable. Likewise, the penultimate note of Phrase
1 may be omitted. The Terminal Phrase is differ-
entiated from Phrase 2 by the quaver motion.

Tone 2 Heirmos Chant |:1]2|3:|T||

1) Kris-tus Ju-ma-la, 2) Sind tulit Jumalan ja ihmisten va-li-mie-hek-si, 3)silld Sinun kauttasi, oi Val/_; ti-as,

S

[ T~ o

kunniasi eldva temp-pe-li,  T)oi th-mi-si - & ra-kas-ta-va.

\]

@

If the text demands, Phrase 1 may begin without the long note, and Phrase 2 with one. The ending of the Terminal Phrase is harmonized
somewhat differently from the form in Sunnuntaivigilia, unlike which the melody is also constantly doubled in the upper third. When
sung from text, the current chant version is preferred, even though in printed chant books and other sources it appears with slightly more
variability: Phrase 1 may begin with the chord of the VI degree (D minor, nowadays rarely used beyond the First Heirmos of the Resur-
rectional Kanon), and at the beginning of Phrase 2 an upward movement leading to the recitative from the notes A or B is possible.
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Tone 4 Heirmos Chant [:1|2

3:|T||

1) Kétensd ojentaen Daniel luolassa tukki jalopeurojen ammotta-vat ki - dat, 2)kun taas hurskauttarakastavat nuorukaiset

> . i =

michuuteen vyot - tdy-ty-nei-nd  3) sam-muttivat raivoavan tulen voi-man huu - ta-en:  T) Kaikki Herran luodut,
7 o o
[ & F F i F ~ =i ~ i F if F L

kiittdkad Her - raa.

—_

Phrase 3 has a long note before the recitative, it may be preceded by short notes. In Valaam, the chant
may be sung even in such a way that the baritone part (the tenor of the mixed choir) will become the
P_I"s  topmostpart.

Tone 5 Heirmos Chant |1|2|3[4||

1) Si-nul-le, kai - ken Luo - jal - e, 2) nuo-ru - kaiset pétsissd kohottivat yli maailman sointuvan kii-tos -

% ? 1
- ) Kaikki luodut, veisaten y-lis-td-kdd Her - raa  4)ja korkeasti kunnioittakaa Héntd kaik-ki-na
e e
=ttt N O e o o E 12 F
This chant has four phrases, of which none recur or may be omitted. That being so, all heirmoi of tone
5 that are sung to this chant must be divided in four lines. Phrases 1 and 2 are mostly similar, there is

= — difference only as to the recitative. In Phrase 1, the recitative is placed on the Bb after the long note.
> T Both phrases may begin directly with the long note. In this chant version of Valaam, the melody is

doubled constantly in the upper third, and there are even further differences from the usual form.

<
=
=]
B
o

Tone 6 Heirmos Chant

:1)2:3|T)|

1) Mind rukoilen Sinua, oi Hy-vd:  2)sytytd jumalallisen séteilysi voimalla rakkaus meiddn sie - luis-sam-me,

—— J-—H .é_i —
g San
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This chant is a variant of the samoglasen. The first note of Phrase 1 can be shortened. The stressed Eb of Phrase 2 can be shortened, and

the notes before it can be left out. Notes before the long note at the beginning of Phrase 3 can be left out. As the melody is constantly
doubled in the upper third, the harmony differs from what there is in Sunnuntaivigilia at the end of Phrases 3 and T.
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ii Phrases 1 and 2 may begin directly with the recitative.
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INTRODUCTION

The theme of the Conference, “From Manuscript to Performance,” gave me the
inspiration for the subject of my announcement. This title in Greek has a variety of
translations, but not in English. In Greek we can translate the word “performance”
as érutédeon — “epitelesi”, éxtédeon — “ektelesi”, dmodoon — “apodosi”, épunveia
— “hermeneia” or napdotacn — “parastasi”, but each of these words has its own
subtle meaning. Thus, the Greek word “epitelesi” has the meaning of performing
a religious ritual act. The word “apodosi” takes the meaning of rendering a music
piece or a hymn while the interpreter (whatever he is; musician, actor, chanter, etc.)
puts his personal stamp on it. The same applies to the term “hermeneia”, which is
rendered by “interpretation”. The use of the word “ektelesi” is also very common in
Greek and it means “execution”. It may come from “I execute an order”, probably
by the fact that “one executes the instructions of the musical signs”. We say, “the
musical execution of the piece was excellent”. In Greek, the word “ektelesi” also
means “assassination” or “killing with execution”. However, the most common
translation of the word “performance” in Greek is “parastasis”; We say: “I give/
play a ‘parastasis™ (theatrical or musical performance). The word “parastasis”
has other meanings, as well, but in this case, it has more to do with presenting or
imitating something.

Since I do not have a good or experiential knowledge of English, I do not
know what exactly the first thought of a native speaker is when he hears the word
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“performance”. Does he perceive “execution”, “rendering”, “religious ritual act”,
“interpretation”, “show” or all these together?

A theatrical play, a musical concert, a musical-theatre performance, street
music, a classical or modern ballet, popular dance, acrobatics, a magician’s
show, or a spiritual action, and so on: these are definitely “performances”. The
question, however, is whether the term “performance” in English is used as,
includes, and means all the various aspects of everyday life. When, for example,

a group of people gathers at a home for a celebration, and this gathering
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eventually becomes a party feast with music, is this considered and called
“performance”? And if so, by whom is it considered and called “performance”?

From various fact-finding discussions with good users of English, I understood
that the word “performance” has two kinds of use: i) The wide, colloquial use, and ii)
the narrow, artistic, or scientific one. Again, the artistic and scientific use has a double
content: general, which is used by the representatives of art and a narrow sense,
specially defined, which researchers and musicologists and musico-anthropologists
have refined into a scientific term. Finally, I realized that the word “performance”
may need to be accompanied by an adjective, to be clear at all times, what exactly it
is referring to and what its particular meaning is.

I owe many thanks to my dear friend and brother Costis Drygianakis whom I
have the great honour to have as a direct collaborator and adviser in the Department
of Psaltic Art and Musicology of the Volos Academy for Theological Studies.
Without exaggeration, it may be said that Mr Drygianakis is the first one in Greece
to have officially introduced and applied anthropological research to the field of
Byzantine musicology, and he who has turned the interest of the Greek Byzantine
musicological community to this aspect. Kostis, besides the countless other things
he very successfully deals with, has also a large number of musico-anthropological
works (research and writing) on the modern Psaltic Art in Greece.

So, among all the possible interpretations that the term “performance” may have,
and which I have described very briefly in the previous paragraphs, in the present
paper I will remain with, and only deal with, the concept of “show”.

Initially, I must admit that the presence of the word “performance” in the title of
the Conference, brought back to me a series of questions which have been worrying
and concerning me for many years. These questions relate to issues that, on the
one hand, touch on the Psaltic Art, and on the other, relate to serious issues of the
Orthodox faith and spirituality, that is to say, of Orthodox life, but as yet I have not
formulated them publicly, except for a small circle of friends and colleagues (chanters
or Byzantine musicologists). The only open formulation of my concerns for the time
being is towards my students at the Athens Ecclesiastical Academy (A.E.A.) during
my lessons on Byzantine Ecclesiastical Music. Now, for a while, I have left aside my
theoretical, notational and other musicological studies and come in Finland, and I am
here in Joensuu with the aim of communicating my concerns first to all of you and
then, through our Conference, to the whole Orthodox musicological world.

As you have already understood from the title of my announcement, I will
refer to the issue specifically from the point of view of the Greek psaltic tradition,
since of course I recognize that each local Orthodox Church proceeds on its course
towards the end of human history, the "Eoyata — “Eschata”, through its own specific
circumstances and necessities.

THE PROBLEM

After the above formulation of my questioning on the Greek translation of the term
“performance”, I move straight to my subject, which has two aspects: i) The use of
the term “parastasis” in Greek Psaltic Art and ii) the transmutation of psalmody from
prayer into “parastasis”.
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I. THE USE OF THE TERM “PERFORMANCE” IN GREEK PSALTIC ART

First, let us look at the Greek term “parastasis” more thoroughly. According to
online dictionaries I have consulted, the word “parastasis” has various meanings,
but here we are interested in the following two:

“Parastasis” is:

* When someone displays (shows) anything in front of a person or the public.

* The presentation of a theatrical performance on stage.

The word “parastasis” is etymologically derived from the Greek verb “paristimi”
(the preposition mapd - “para” + the verb ioTtnut - “istimi”) or more precisely,
from the passive voice, otauar - “istamai” (meaning I stand). So, napiotauat -
“paristamai”, meaning I stand side by the side or in front of someone. Therefore,
“parastasis” (= “performance”) refers to someone who is present in front of others.
From then on, he can represent or imitate something, he can play a musical piece, or
he can interpret a musical or theatrical work with relative personal freedom.

In Greek Orthodox ecclesiastical worship and psaltic tradition, the word
“parastasis” is not in use at all. Actually, “parastasis” was never used in the non-
ecclesiastic Greek or folk and traditional music either. In Greek one almost never
says, “I am going to a musical “parastasis™, unless it is accompanied by theatrical
events. We usually say, “I am going to a concert” or “I am attending a musical
event” and so on. This word “parastasis” is exclusively associated with European
music and the musical-theatrical genres produced therefrom. So, the habit of using
the term in Greek prevailed in Greece through European music and through the
various artistic genres to which the latter gave birth and distributed throughout the
world. (I wonder if this is good or bad...)

II. THE TRANSMUTATION OF PSALMODY FROM PRAYER INTO “PARASTASIS”

It has been found by many specialists — if not all of them — that in its recent and
modern history Psaltic Art has fallen into the trap of secularization, which is
largely due to the efforts of its representatives to imitate western European musical
standards. This fact also comes as a consequence of the ever-decreasing spirituality
of the members of the body of the Church, in times when most people’s love for Jesus
Christ has frozen, and now, even we — the believers — are lukewarm, not boiling or
burning with a craving for the Kingdom of God.

Before I analyse these two phenomena, the imitation of western musical patterns
and spiritual laxity, let us look at the historical evolution of the musical issue in the
Church:

The Church of Christ, since the very early centuries, has adopted music in its
worship as a means of reinforcing faith. With the help of music, dogma could be
comprehended and absorbed by the faithful in an easier fashion.

Later, as dogma became clear and definite, music was placed on a secondary
footing. Also, there were many ascetic Church Fathers who foresaw many spiritual
dangers in psalmody.

Finally, Orthodox patristic theology recognizes holy psalmody as a means of
prayer, especially for neophytes, spiritually incomplete faithful, but also makes it
clear that the perfect prayer by which man can reach the vision of the Uncreated
Light of God is the “monologistos” prayer of mind and heart “Lord Jesus Christ
have mercy on me”.
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Nevertheless, Byzantine, and post-Byzantine Psaltic Art reaches extreme heights,
to serve the patriarchal, imperial, and monastic splendour of Greek Orthodox
worship.

Nowadays, the compositions of the Byzantine, and post-Byzantine periods cannot
be used in Greek Orthodox worship on account of their length, so they are treated
more as artistic creations and less as intended for worship. The compositions of these
periods are usually selected as repertoire for non-worship events, that is European-
style performances, which have been adopted very recently by the Greek psaltai,
only from the second half of the 19™ century.

The 18" century was the beginning of the opening of Greek ecclesiastical music to
secular musical genres, mainly from Western Europe and the Arab-Persian musical
tradition. The 19 and 20" centuries are periods of intense external influences and
of deep deterioration. Now, for the first time, Choirs of Chanters exclusively for
non-worship events were created. These are set according to European standards,
without traditional Psaltic dress (the “rassa”), but with shirts and ties or bow ties.
They perform hymns with European-style harmonized isokratema. The leader of the
choir, the “chorarchis”, becomes a Western-type conductor. He stands in front of the
choir members, turning his back to the audience. The Choir no longer has the old
shape of the semicircle but looks like a parade or a phalanx. And the most progressive
element of all is that psalmody is performed outside the temple, in a hall, a cinema
or a theatre, not for prayer and devotional purposes but to promote Byzantine music
as a newly discovered artistic genre. So, chanting becomes a “show”, for an audience
that can sit cross-legged, can be in a playful mood, can even smoke (at least in the
past, when smoking was not banned indoors, but also today, if of course it is an
outdoor “concert”).

But, also within the church, several novel changes have taken place, with the
most important being that the chanters’ choir has given way to “protopsaltism”
(the phenomenon of chanting by only one man). The single chanter, often facing his
audience, performs oriental-type non-rhythmic “amanedes” and prides himself on
his voice and craftsmanship. The faithful abandon prayer and enjoy only musical
pleasure, often paying the chanter with money and sometimes applauding in the
temple of Lord. In this way, chanting has also become a “show”.

Nowadays, some other more modernistic phenomena enrich the “spectacle”. The
chanter chants by looking at the camera of his mobile phone or of his electronic
tablet and if his hair is disordered, he combs himself, straightening his tie at the same
time. He also writes messages thanking his audience watching him from home (from
the dining room, maybe from the bedroom, or from elsewhere; dressed or naked);
it does not make any difference. In an acrobatic way, the chanter also handles the
music instrument of electronic ison machine, which is prominently placed on the
“sacred” lectern. The well-tuned and well-videotaped performance (“parastasis”)
will continue, of course, on... Facebook, where the war of “likes” will take place.

Something more: in the last few decades sometimes some “Byzantine oratorios”
have been presented every now and then, with great deal of selfishness and an
“arrogant” style on behalf of their creators. Every time I hear this expression, I want to
cry out in pain to Our Lord. These are musical and musical-theatrical events, inspired
by various events in the history of Byzantium or Hellenism, with lyrics of dubious
poetic value, and, usually, with a musical dressing based on the psaltic tradition of
the Octoechos of low inspiration. These are hybrid teratogenics. They are the results
of a poorly-understood musical syncretism, which attempts to marry heterogeneous
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objects that always give birth to monsters. Also in this way chanting becomes a
“show”.

This is, very briefly, the historical background within which the problems of
psalmody in Greek Orthodox Church were born, evolved and shaped. But I stop
here. I say nothing more. This is the field of Costis Drygianakis, the Greek pioneer.
He has registered many important facts and he has published many original
conclusions. I urge you to look for his articles.

III. VARIOUS APPROACHES TO THE PROBLEM

We all know well that the general issue of Psaltic Art has different approaches from
person to person, from school to school and from science to science.

Amongst these persons, that is, amongst chanters, some will claim that
Byzantine music is not only an art for worship, but also an artistic musical genre.
Therefore, we can freely intervene in it to produce an ever-evolving and renewed
art, and there is no need for inhibitions and taboos for this. Personally, I do not
belong to this category of chanters and I oppose such claims openly. The most
powerful argument, in my opinion, is that Psaltic Art could be an evolving musical
genre if it were merely music without lyrics. But this is not the case. Since its birth
psalmody has been based on the most significant Greek Orthodox hymnography,
high theological poetry, and it is not used as a musical substratum of divine
worship or to fill gaps during this. Greek hymnography is a source of Orthodox
theology. It is the poetic literature on which Christian dogma and experience have
been formulated. The music of holy psalmody is a means of teaching the Orthodox
faith to the members of the worshipping Community. This hymnographical poetry
through which the indescribable Logos of the Holy Triune God is described, cannot
be a toy in the hands and the will of each “artist”, as if he had no other musical
expression to deal with in order to feed his artistic appetites. After all, if someone
wishes to be inspired by Byzantine and post-Byzantine Psaltic Art, let him do so
without devaluing the sacred poems of the holy hymnographers of our Church.

Among Schools, (I mean individual psaltic traditions and local differentiations),
approaches vary, in that some are more conservative and ecclesiastical, some are
somehow liberal, and others are completely indifferent.

There is an even greater distance between their approaches to Psaltic Art
among the three sciences related to it (theology, musicology and anthropology).
This is because of the specific cognitive subject of each one. Thus, the musico-
anthropologist will say that the Greek Orthodox psaltic tradition is one amongst
the innumerable expressions of human civilization. He will argue that he simply
follows and records this evolution.

The musico-anthropologist opposes openly anybody who is struggling
to preserve and retain the Psaltic Art or to return it to primitive or older forms
and stylistic approaches (ie, psaltic “hyphos”) approaches. My response in this
direction will be the same as the one the Lord gave to the Sadducees, who did not
believe there is resurrection of the dead: “You live in fallacy because you do not
know the Scriptures.” Those who have this approach live in fallacy, because they
have not understood that for over a thousand years the whole essence of Psaltic
Art is based on one single principle: the principle of “imitation”. This “imitation”
is not understood in human terms as replication (copy) and theft but is the bone
marrow of the Orthodox Faith. “Imitation” in the Psaltic Art is based on St Paul’s
apostolic exhortation, “You must become my imitators, as I am an imitator of
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Christ”. “Imitation” in the area of Orthodox faith goes a long way back, to the
night of the Last Supper. Since then, for two thousand years and more, whatever
the Church does, this “imitates” what our Lord Jesus Christ, who is the eternal
and everlasting Tradition, has given to Church as a legacy on the night of Last
Supper. This “imitation” is, in fact, an eternal repetition of the life, the Cross, the
Resurrection and the Ascension of the Lord, within a universal human logical
worship in a perpetual Pentecost in the Holy Spirit. Given that divine worship is
the “imitation” of Christ, every component of this worship “imitates” Christ, and
therefore the art of Psalmody as well. Everything else is unnecessary; for believers,
everything is vain.

On the other hand, the musicologist’s view is totally different. For him, the Psaltic
Art is another art of sounds, it is a great creation of the world’s cultural heritage
and that is why we ought to study, investigate and, above all, promulgate the
unique works of the Byzantine and post-Byzantine musical culture. Since however
we can no longer chant them within divine worship, because of their length, they
are necessarily performed outside the churches, in various non-worship events. Of
course, I cannot object to this, but I must remind you that what happens outside
divine worship is no longer a “living tradition”. It automatically declines to become
an object for the museum, a “folk” imitation. To take this further, why does the
worship of God take place within the church building? Because the church has been
inaugurated. With the triple litany of holy relics around it, the place is sanctified
and entrenched against the devil’s power in the world and everything within the
world. The other places are not inaugurated. Whatever happens in them is exposed
to the forces of the Antichrist and vulnerable to passions.

Finally, the theologian usually does not say anything about psalmody, because
he considers it is a secondary issue in the Church, and thus he does not deal with
it. If you wish for proof of what I claim: you can understand what status the Psaltic
Art has in the studies programmes of the four Greek Theological Universities and
the four Greek Ecclesiastical Academies. However, the theologians must constantly
remind us that the Psaltic Art is primarily and exclusively an art of worship, whose
single function is to serve the Holy Mystery for the salvation of the world. Psalmody
offers its services through two tools: poetry and melody as a cvvaudotepov -
“synamphoteron” (meaning that these two are one thing inseparably united). Any
breakdown of these two is a criminal act. Any partition of the balance between
the two, either at the expense of poetry or at the expense of the “melody”, is a
disturbance of the ancient Greek “metron” (balance). I have also found the word
equilibrium; I do not know which is the most appropriate. This balance exists as a
royal route within the environment of Orthodox worship. Any attempt to replace
Greek Orthodox psalmody with some other style of music is a rupture of the
ecclesiastical “seamless robe”, which dresses the liturgical arts. Every disruption
of the above — strange as it might seem — affects both the Orthodox experience and
Orthodox dogma itself. Let us not forget that the Lord Himself and His Apostles
chanted at the end of the Last Supper. According to the Gospel testimony, “They
chanted and then they went out to the Mount of Olives”. In this way, Lord Himself
established psalmody as the basic ingredient of Christian worship.

IV. CONCERNS AND QUESTIONS

I come now to the fourth and last unit of this main section of my paper, and I would
like to ask you to allow me to point out just a few of the torturous questions that
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concern me and many other people, questions which have mentioned at the very
beginning, and which I will deal with in this last step. I formulate these questions
from the point of view of a theologian, and they are relevant to two aspects of the
more general problem: first; non-worship events with Psaltic Art, and second, the
spiritual dimensions of psaltic “carelessness” during divine worship.

For non-worship events of Psaltic Art, whether they take place in a church or
they are organized in non-ecclesiastical places (in theatres, cinemas, concert halls,
outdoors, etc.), three are the key questions that torture and afflict me: Do non-worship
Psaltic performances serve the worship of the Holy Trinity or do they have an egocentric
motivation?

Dear Colleagues, I am not able to answer this question, because I can neither
know the hearts of people, nor do I have the gift of reading their minds. However,
I am judging myself. Personally, I have never put so much effort into preparing
myself for Sunday chanting at the church where I am a Chanter as I have for the most
insignificant and small non-worship event. I have never felt such anxiety about my
preparing for chanting as I have for my psaltic concerts. I have never been afflicted,
and I did not hurt so much because of a big mistake at the analogion, my chanting
stand, as because of a small failure in the psaltic choir (elusive and unnoticed by
the audience) in a performance. And by undertaking this self-criticism, now that I
write these lines, I am thinking: Are my concerts more important than my moments
of joining the great Mystery of the Divine Liturgy? Of course not. And then? Then,
quite simply, once more my selfishness leads me to decimating the dill and the mint
and skimping on the precious and the valuable. And again, I am never able to pray
during a concert. In the cases in which I was the protagonist, I had the stress of
conducting or a presentation, and when I was a listener,  made it my job to criticize
the performance and the performers. So, where was I supposed to find the mental
availability and the time for prayer? But it is tragic that neither at my analogion,
during services, is it easy for me to pray. So, even if I do not look at the phone when
I am chanting, and even if I do not send messages, even if I have no electronic ison
machine to play, since I do not pray, I am no better than all those who make all
these. Actually, I make a show, as well. I waste my mind and my time in performing
the signs of the petaste, etc. I waste my mind and my time in order not to miss the
analysis of any sign of the oxeia. I waste my mind and my time trying not to lose
any triple tempo in the rhythm. I waste my mind and my time trying not to miss any
of the modulations. Thus, by seeing to and making a fuss about many secondary
things, I lose the only one essential and necessary: I lose the prayer to Christ, so I
lose my salvation.

Next, the following question arises: Is our Lord well pleased with non-worship
activities, or does He dislike them?

And while I was dealing with this concern, the terrible story came to my attention
about what happened to those in the Old Testament (not insignificant persons, but
the two sons of Aaron), who, neglecting the commands of God on the offering of
incense, took their censers to offer the incense outside the Temple, elsewhere, beyond
what the Lord had ordered. Then the fire of God fell and burnt them, leaving only
the handles of their censers in order to remind us of God’s wrath when we remove
worship from Him and offer it outside the Temple, but to whom? To our deified
self, not to say to the devil himself, who directs and “sponsors” our choices.'

1 See, Leviticus 10: 1. “The two sons of Aaron, and their brethren, said that this fire was come upon
them, and they carried it in, and carried it upon them, and brought it before the Lord of hosts, that the Lord
commanded it. 2 And it came to pass, even unto the Lord, and he hath rebelled against them, and reproved the
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This kind of reasoning leads to more: Have the habits and the ethos of non-worship
psaltic action influenced the psaltic ethos of the chanter during the act of worship?

I really do not know. Let us see, what do non-worship performances offer to the
chanter’s performance? Lights, decent audience (not old ladies who go to the church
and do not hear or understand anything), official audiences, complete attention,
applause, perhaps money, flattering commentaries on the voice (this would have
been even greater if the chanter had wanted to appear in a night club perhaps [and
someone, guess who, whispers in his ear: “Oh, no, I'm not talking about a second
class club! With such a voice? We are talking about first quality stuff and a lot of
money... My poor chanter! You are paid with a few cents and you have an irrelevant
boss to interfere with your job, too...”]. And, if you happen to be the choirmaster of
the event, you have extra “bonuses”: acquaintances, public relations for new concerts,
even proposals to get into politics, or municipal elections, or even to become a Mayor.

These are not small baits. Is not that right? And who now gives a penny to hear
the Syrian Deacon, the Holy Ephraim... [he is good and holy, let us have his prayers],
but what he says cannot be valid in our time, or rather, it only concerns the monks. St
Ephraim the Syrian writes:

Where there is psalmody with devoutness, there is God with the Angels. Where there
are the songs of the enemy, there is the rage of God... Where there are guitars and

dances and applause (clicks of the hands), there is darkness for men, loss for women, the
sorrow of the Angels, and the feast of the devil.

Oh, how bad is the mind of the devil! How he puts traps to every man through art, and
deceives, and convinces them to do bad things as if they were good ones! Today they
chant as God has ordered, and tomorrow they dance zealously as Satan has taught them.
Today, they get rid of Satan, and tomorrow they follow him...

My brothers do not live in fallacy... As the Lord Christ has said, no slave can work for
two masters; no one can work for God and at the same time for the devil. We have been
created by God according to His image, so let us not disgrace His Image... do not chant
with angels today and dance with demons the next day. If today you hear the divine
scriptures, as a listener who loves God, do not stand listening tomorrow carefully to the
guitars as an offender and enemy of Christ. If today you repent of your sins, tomorrow
do not start dancing, to be lost...

My brothers, let us not consume the time we have for repentance, the time that God has
given us for repentance and salvation...?

As for the spiritual dimensions of psaltic “carelessness” during divine worship, the
key questions are at least two:
e Whatimpacts are there when Psaltiki instead of prayer becomes a performance
for one person (“one-man show”)?
* Does this situation draw the faithful away from the Church and
common worship?
e  What do the Fathers of the Church have to say on psalmody with a selfishness
and secular ethos which does not give birth to prayer?
The dimensions of psaltic “carelessness” or “untidiness” are always personal, but
they can often affect the whole, the Church community, the parish, sometimes with
strong ecclesiological or soteriological impacts.

Lord.”

2 Edoaiu tov Xvgov, Ott ov dei naiCerv Xpiotiavovs [Quod ludicris rebus abstinendum sit christianis],
Migne P.C. 105. ®oavtloAag, Kwv/vog, I'., Oaiov Edoaip tov Livov, Eoya, Topog E (Becoaovikn: exdooeig
«To ITepBoAL g Tavaryiag», 1988), 238-250.
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On a personal level, “carelessness” and “untidiness” during the sacred Psalmody
may be the fruits of the selfishness and of all the passions. They may, as well, be
the consequences of the various levels of selfishness, from ridiculous vanity to the
highest among the passions, oinoic — “oiesis” (self-conceit).

This situation, whether it comes from the chanter or from the holy clergy, is
evident amongst the people of God and is rapidly spread like an infectious disease. In
these cases, the parish dissolves, the participation of the faithful is small and without
substantial foundations. Only some conscious believers try to fight spiritually within
the parish, but they must face scandalous behaviours that make their struggle difficult.
These behaviours may become destructive for believers of low spirituality. The worst
thing is that these epidemics are easily passed on from teacher to student, from priest
to spiritual child, after that, throughout the whole community, from parish to parish,
from city to city, from metropolis to metropolis, even from synod to synod ...

INSTEAD OF CONCLUSIONS

But you will say, perhaps, “all these just from Psalmody? Aren’t you exaggerating a
little?”

I really do not know. But I am thinking... The work of the Angels in heaven is the
glorious and eucharistic psalmody of the Holy Triune God. We know it very well
from the visions of the Old Testament Righteous and Prophets and after that from the
New Testament Apostles and Saints. Even today we hear this in descriptions from the
lips of our modern major Saints. It seems that psalmody will be the only art that will
be preserved after the renovation of everything in the Kingdom of the Holy Triune
God. Why would it be an exaggeration to think that the role of psalmody is also
determinant in Orthodox worship now? Did the Lord himself, in fact, not demand
from the New Israel, the Church, to cease the sacrifices of goats and bulls and of the
ashes of heifers, and to begin offering “sacrifices of praise”? What kind of “a mercy
of peace, a sacrifice of prayer” do we offer to the Lord Jesus Christ when we turn our
Psaltic Art into a “show”?

The Holy Spirit gave a dowry to the Church and this is psalmody; the Holy Spirit
also gave and appointed to the Church hymnographers, melodists, poets and psaltic
composers. Furthermore, the Holy Spirit gave to the Church the chanters. This is
us. But we must clean the mind during the time of psalmody. We must make our
minds like the minds of infants, in order to become free and send in pure fashion our
Psaltic Art to the Lord. Otherwise, we will hear the angry Lord saying: “I hate your
celebrations, I repulse them... take away from Me the sound of your odes...”* “I will
turn your feasts into mourning and all of your odes into laments...”*

3 Amos, 5: 21, 23.
4 Amos, 8: 10.
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Orthodox Christian worship is a combination of written and oral tradition. Many
aspects of a divine service are predetermined by instructions and rubrics, but the people
performing the service nevertheless have some freedom in carrying out their task. They
are not immune to cultural, historical or ideological influences, and the decisions they
make when performing services are related to their background and context.

For example, what we can find
in the history of the Orthodox
Church of Finland in the twentieth
century are efforts to become more
culturally independent from the
Russian Church. The ideas that were
emphasized in all aspects of church
life, including worship and church
music, were nationality — Finnishness
and Karelianness — (Illustration 1) as
well as transnational Orthodoxy.!

Nationality in the liturgy of a
Churchis an example of a topic that can
be studied based on evidence found in
written sources. However, if we could
listen to the actual divine services from  fijystration 1. The Divine Liturgy was first set in the
past times, it would be an invaluable  Finnish language by Pekka Attinen in 1936. Recording:
extra source of information. Of course, ~Chanters of St John the Theologian (2016), cover
it is not possible for us to go and record ~ 9esign: Leea Wasenius. Photograph: TL

1 E.g. Katariina Husso, Ikkunoita ikonien ja kirkkoesineiden historiaan. Suomen autonomisen ortodoksisen kirkon
esineellinen kulttuuriperinté 1920-1980-Iuvuilla, Suomen muinaismuistoyhdistyksen aikakauskirja 119 (Helsinki,
2011), 190, 198; Wilhelmiina Virolainen, “Suomenkielisen liturgian kehitys,” Ortodoksia 52 (2013): 13-15, http://
ortodoksia.fi/ojs_3.1/index.php/ortodoksia/article/view/66; Maria Takala-Roszczenko, “The Nationalization of
Liturgy in the Orthodox Church of Finland in the 1920s-30s,” Review of Ecumenical Studies Sibiu 9, no. 2 (2017),
https://doi.org/10.1515/ress-2017-0012; Hanna Kemppi, “Vieras’ ja ‘kansallinen’ ortodoksisessa kirkkotaiteessa
1918-1939,” Ortodoksia 58 (2018), http://ortodoksia.fi/ojs_3.1/index.php/ortodoksia/article/view/129.
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a service in the past, but why not do that today? Present-day fieldwork allows us
to ask questions for which written sources do not have answers. Moreover, today is
tomorrow’s history; scholars of the twenty-second century may well appreciate the
recordings we make now. Despite the obvious advantages of fieldwork, participant
observation, interviewing and the use of audio recording technology, this kind of
more ethnomusicological approach to researching Orthodox worship is fairly recent.

Orthodox worship is a multisensory experience, with auditory, visual, tactile,
olfactory and gustatory elements all present. However, there is a strong emphasis on
the sense of hearing. Throughout a service, there are practically always words being
read or sung aloud and heard. This enables some of the main purposes of worship:
common prayer, as opposed to silent, private prayer, and the sanctification of time.
Sounds do not last for a long time, so people must set apart a certain period of time to
go to church, to listen or to sing, to pray together. From a cultural stance, short-lived
sounds are signs of activity and signs of interaction.? Thus, focusing on sounds is a
fruitful way of studying Orthodox worship and its meanings to people.

The term “soundscape”, developed from the 1960s onwards,’ can be understood
as an auditory counterpart of landscape. Roughly defined it means everything a
person can hear in a given place and time. For example, if we were in a university
auditorium, and there were a conference presentation going on, what kind of sounds
could we hear? Perhaps the hum of air conditioning, some rattling from different
electronic devices, someone coughing or a chair creaking, and of course someone
speaking at the front. These would be rather typical elements of a conference
presentation soundscape.

However, it is important to note that the concept of soundscape includes
subjectivity. In our example of a conference presentation, you may imagine that if
the person sitting next to you in the auditorium yawns, you both hear it, but it means
different things to you. You may be annoyed, or you may be reminded how tired you
yourself are after only five hours of sleep, whereas the person yawning may just be
bored. The person sitting on the other side of your yawning neighbour may not have
heard anything, because they are preparing their own presentation, due the next day,
so intently that they would only hear a fire alarm. Thus, the soundscapes of two
people in the same place at the same time will never be identical.

WHAT, WHY, AND HOW: RESEARCH QUESTIONS AND METHODS

My research concerns the soundscapes of Orthodox worship. What would I like to
find out about them? I have divided the preliminary topics of interest into three rather
broad groups.

As a background, I would like to gain some overall knowledge of the elements
comprising the soundscape of worship. What are the common denominators, and
what kind of local variation is there for example in the singing repertoire, its use, and
other auditory elements?

Second, how are the varying soundscapes experienced by the participants in the
worship? What do people hear? What would they like to hear, what do they expect to

2 See e.g. Noora Vikman, “Alussa oli askel — katsaus kuuntelukavelyyn ymparistokulttuurin tutkimuksen
metodina,” in Vaeltavat metodit, ed. Jyrki Poysd, Helmi Jarviluoma, and Sinikka Vakimo (Joensuu: Suomen
Kansantietouden Tutkijain Seura, 2010), 194.

3 Jonathan Sterne, “Soundscape, Landscape, Escape,” in Soundscapes of the Urban Past. Staged Sound as
Mediated Cultural Heritage, ed. Karin Bijsterveld. (Bielefeld: Transcript Verlag, 2013), 184-7, http://library.oapen.
org/handle/20.500.12657/31458.
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hear? What kind of meanings do they give to different elements of the soundscape,
how do they interpret them?

Finally, in what kind of contexts are the soundscapes produced and experienced?
Who makes the decisions involved in shaping the soundscape of a given service, and
on what grounds? Are there ideals or other influences to be traced?

Why should we study these questions? Very briefly put: the present reality of
Orthodox worship is understudied. Scholars around the world have started to take
an ethnomusicological approach to Orthodox church music,* but in Finland only
sporadic observations of church music repertoire and liturgical practices have been
published.” Knowledge of how people experience worship is likewise scant. Studies
taking a sensory approach have so far been mostly historical.®

Orthodoxy in Finland is especially interesting for anumber of reasons, one of which
is the growing multiculturality of parishes. Orthodox Christians living in Finland,
independent of their background, go mainly to the same churches and attend the
same services together. The change in parish life because of increased immigration in
the past decades can be heard in worship, too. Often several languages, or music from
different musical traditions, can be heard within a single service. This is an interesting
form of transnationality that challenges the nationalization processes of the twentieth
century.’

How, then, can we study these preliminary topics or questions? My choice has been
ethnographical work in Orthodox parishes in Finland.® I participate in their worship
and other activities, making observations, talking with people, and interviewing them.
I also make audio recordings of services. I aim to visit all 21 parishes of the Orthodox
Church of Finland. As it is a small church, with 60 000 members (Illustration 2), the task
is not overwhelming. I spend two or three weeks in each parish, in which time there
are about ten—fifteen services in a parish. I conduct semi-structured interviews with
different kinds of participants of worship: congregation members, singers, cantors,
priests.  hope to interview altogether about 25 people from different parts of Finland,
different ages, and different cultural backgrounds.

4 E.g. Jeffers Engelhardt, “Right Singing in Estonian Orthodox Christianity: A Study of Music, Theology,
and Religious Ideology,” Ethnomusicology 53, no. 1 (2009); Costin Moisil, “"You have to sing them correctly!”
Notation and Performance in Cuntana Chant”, Musicology Today 19 (2014), http://www.musicologytoday.ro/
BackIssues/Nr.19/studies1.php.

5 E.g. Jopi Harri, “Suomen ortodoksisen kirkon vakiintuneen sdvelmarepertuaarin tausta,” Ortodoksia 52
(2013): 22, http://ortodoksia.fi/ojs_3.1/index.php/ortodoksia/article/view/67; Johan Bastubacka, “Congregational
Singing in the Finnish Orthodox Divine Liturgy: Contemporary Orthodox Liturgical Praxis — its Origins and
Effect on Worship,” Anaphora 9, no. 1 (2015): 18-19; Damaskinos Olkinuora, “Ecumenism in Liturgy? Changes
in Finnish Orthodox Liturgical Texts Stimulated by Co-Existence with Lutherans,” Review of Ecumenical Studies
Sibiu 9, no. 2 (2017): 175, https://doi.org/10.1515/ress-2017-0013; Jopi Harri, “Contemporary Practices of Church
Singing at the Valaam Monastery in Heindvesi,” Journal of the International Society for Orthodox Church Music 4, no.
2 (November 2020), https://journal.fi/jisocm/issue/view/6949.

6 E.g. Alexander Lingas, “From Earth to Heaven. The Changing Musical Soundscape of Byzantine
Liturgy,” in Experiencing Byzantium, ed. Claire Nesbitt and Mark Jackson, The Society for the Promotion of
Byzantine Studies, Publications 18 (Farnham: Ashgate Publishing, 2013); Bissera V. Pentcheva, “Performing the
Sacred in Byzantium. Image, breath and sound,” Performance Research 19, no. 3 (2014), https://doi.org/10.1080/135
28165.2014.935185.

7 Similar phenomena may have different reasons and can be studied from different angles. Cf. Peter
Drobac, “The Problem of Pastiche, partI,” 11-13, and Aaron Eldridge, “The Problem of Pastiche, partII,” 14, 16, in
Liturgy and Music. Proceedings of the Seventh International Conference on Orthodox Church Music, ed. Ivan Moody and
Maria Takala-Roszczenko, Publications of the International Society for Orthodox Church Music No. 8 (Joensuu,
2019).

8 Ethnography is well suited to elaborate on a set of questions ranging from the elements of the actual
services to the experiences and interpretations of people attending them, for it allows me to acquire a combination
of different kinds of research material. For an ethnography of Orthodox liturgy in Finland, see Tatiana Tiaynen-
Qadir, “Glocal Religion and Feeling at Home: Ethnography of Artistry in Finnish Orthodox Liturgy,” Religions 8,
no. 2 (2017): 23, https://doi.org/10.3390/rel8020023.
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After this study, the recordings I make
will be archived at the Finnish Literature
Society.” Although Orthodox Christianity
has a long history in Finland, very few
recordings of Orthodox worship have been
archived permanently, and there is still no
consistent recording of services."” This new
audio archive collection will serve future
scholars as a source of research material as
well as document cultural practices related
to Finnish Orthodoxy."

During the first eight months of
fieldwork (October 2018-June 2019) I visited
eleven parishes, attended 133 services, of
which I recorded 120, attended 22 choir
rehearsals and other choir related events,
had 36 people volunteer for interviews,
and conducted twelve interviews. I have
a great deal of research material, which
means a great deal of work. It has been
very demanding in simple terms of time
and energy, and it has been tremendously
rewarding. So far, I have had no trouble
in finding interviewees, but priests and
cantors do not seem to be the first ones to
volunteer. I have had some minor technical
Illustration 2. Parishes of the Orthodox issues butnothing disastrous, whichis quite

church of Finland, their centres and sizes surprising.
(in 2019). The intensity of the blue colour

denotes the number of members of the

parishes in relation to one another. The sizes

of the largest and smallest parish are given

in numbers. TL

9 The archive (https://www finlit.fi/en/archive/joensuu-branch-collections) is located conveniently next
door to the School of Theology, University of Eastern Finland, Joensuu. The recordings can also be accessed
electronically in the Helsinki premises of the archive.

10 Recordings of individual services can be found in the Folklife archives of the University of Tampere
(https://sites.tuni.fi/kansanperinne/folklife-archives/), the Archives of the Turku University School of Cultural
Research (http://kultut-arkistot.utu.fi/english/indexenglish.html) (Archives of History, Culture and Arts
Studies (https://www.utu.fi/fi/yliopisto/humanistinen-tiedekunta/hkt-arkisto), HKT archive, TKU collection),
and RIISA - Orthodox Church Museum of Finland (http://www.riisa.fi/en/home/). Recordings of some of the
services broadcast on radio and television, with recent decades strongly emphasized, reside in the Radio and
Television Archive (https://kavi.fi/en/radio-and-television-archive/). This collection, while very valuable, does not
represent perfectly the ordinary liturgical life of parishes, for the broadcast services are usually prepared for in an
exceptional way.

11 This work has not been systematic so far. In 2014, the central synod of the Orthodox Church of
Finland accepted a Cultural Heritage Strategy that mentions liturgical life and church music as intangible
culture heritage of the Church, but action was explicitly required as late as in November 2019, when the synod
determined that the Church must systematically catalogue, digitize and archive divine services, interviews, and
church music. “Kulttuuriperintostrategia 2015-2020,” Viralliset asiakirjat, Hallinto ja paatoksenteko, Orthodox
Church of Finland, 2014, https://www.ort.fi/suomen-ortodoksisen-kirkon-toimintaa-ohjaavat-asiakirjat/
kulttuuriperintostrategia-2015-2020; “Poytakirja, Suomen ortodoksisen kirkon kirkolliskokous,” Kirkolliskokous,
Hallinto ja paatoksenteko, Orthodox Church of Finland, 2019, 42, https://www.ort.fi/sites/default/files/2020-01/
P%C3%B6yt%C3%A4kirja%202019.pdf.
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METHODOLOGICAL AND ETHICAL QUESTIONS

The questions that concern me most at this stage of my research are questions of
methodology and research ethics. If this were the most traditional kind of ethnography,
I would have chosen two or three parishes and spent several months in each of them.
Instead, I have opted for a more applied research design, collecting material from a
larger area, and consequently spending less time in each place.

This decision has much to do with work like this not having been done before.
Anyone who has visited two or three parishes in Finland can tell us that the services
sound different in different places. But what is the extent and quality of this local
variation? Are the different histories of parishes reflected in the ways that different
members of those parishes experience worship? Given the lack of systematic prior
research, it is useful to gain some basic knowledge of “what is out there”. Thus, I
consider the field of my study to be the whole Orthodox Church of Finland, a fluid
tield, with more or less variation between the local communities that are parishes.

Some of the most problematic ethical questions of my study concern insider
research and participant observation, especially in worship.

INSIDER ETHNOGRAPHY

I am a long-time member of the community I study, the Orthodox Church of Finland.
I have grown to know five parishes quite closely — my own home parishes — and
visited most others, some on a regular basis. I am also a trained church musician and
a former cantor of a parish.

As aresult of my background, I know nearly all cantors working in parishes, and a
great many of the priests. Good networks among the employees of parishes, as well as
practical knowledge of the everyday of their work, naturally help in gaining access to
the field. An insider knows the language used by the community members, and thus
may get at their own interpretations more easily. I may be able to spot exceptional
phenomena more quickly, for example, deviations from the books the performers
of services are using — or at least claim to be using. It is also easy for me to share the
results and benefits of my research with the community researched.

There are also obvious challenges in insider ethnography. Can I hear the familiar
with new ears? Can I trace all my assumptions, preconceptions and biases and handle
them in an open and honest manner? Can I ethically balance the privacy of certain
conversations and the interest of the information I get from them? When I present my
results, will there be conflicts of loyalty?

I also have to be aware of my different roles in the field, or rather, the different
ways in which people position me, and I position myself."?  have known some of the
people I meet in the field for a long time; for example, I may have sung in their choir
or they may have sung in my choir. And, as these circles are small, someone may
have heard something about me without my knowing it. As a church musician I am
often expected to have views about how worship should be conducted or what kind
of music should be used, while, as a researcher, it is problematic to take part in these
conversations. I have been asked after a service I recorded, by one of the performers,
in a slightly worried tone: “How did it go?” These situations require diplomacy and
self-control that I must admit I do not always feel I can evince satisfactorily.

12 Bronwyn Davies and Rom Harré, “Positioning: The Discursive Production of Selves,” in Discourse Theory
and Practice. A Reader, ed. Margaret Wetherell, Stephanie Taylor, and Simeon ]. Yates (Los Angeles: Sage, 2008),
261; Michael Murphy, “What does it mean to take a position? Researchers and the researched”, Social Theory
Applied, July 9, 2014, https://socialtheoryapplied.com/2014/07/09/mean-take-position-researchers-researched/.
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PARTICIPANT OBSERVATION

Participant observation has many inherent ethical questions. When one observes
public events and spaces, it is often not possible to ask for the informed consent of
every individual being observed."” This is true here as well, as the people among
whom I do this research number thousands. Asking only the blessing of the bishop
and the priest will unavoidably lead to situations in which, no matter in how many
ways I try to inform the parishioners about my research and fieldwork, someone goes
to their own church to attend a divine service and — to their great surprise — becomes
a participant of my study, whether they want it or not.

Services are open to all, but are they in fact completely public? One could well
ask whether placing microphones in church and writing down notes during a service
does not cause unease and discomfort to the people attending the service.'* Especially
in the Finnish context, where many people consider religion a rather private matter,
observing people in worship may evoke suspicion."

What about outside the liturgical context: before and after a service, at coffee hour,
in other activities of the parish? When I am not visibly recording or interviewing, I
often doubt that people realize I am there as a researcher making observations.'® This
is partly related to being an insider, because in many places and situations people
position me firstly as something other than a researcher.

There are also other intriguing ways in which these two ethical questions intertwine.
In participant observation, the degree of participation chosen for the study reflects
the research questions and the research design.!” A researcher who is an insider may
sometimes want to participate to a higher degree than her research plan suggests.
Participant observation becomes observant participation,’® and if all participation
becomes observant participation, the researcher may find herself in trouble with
research and other aspects of life commingling.

There are several ways in which I try to solve or mitigate these problems. I use all
opportunities to speak and write about my research, emphasizing that the recordings
will not be published online,”” and also highlighting the advantages and potential
advantages of the study to the local community, the parish, the church, and the society.
I use recording methods as unobtrusive as possible: audio and a few photographs,

13 Giampietro Gobo, Doing Ethnography, trans. Adrian Belton (Los Angeles: Sage, 2008), 140. For discussion
about informed consent see e.g. Marilys Guillemin and Lynn Gillam, “Ethics, Reflexivity, and ‘Ethically Important
Moments’ in Research,” Qualitative Inquiry 10, no. 2 (2004), 271-2, https://doi.org/10.1177/1077800403262360.

14 In qualitative research, the harm caused to the participants that must be avoided may be very subtle, such
as an uncomfortable feeling. Guillemin and Gillam, “Ethics, Reflexivity, and “Ethically Important Moments’ in
Research,” 272-3; Ron Iphofen, Research Ethics in Ethnography/Anthropology (European Commission), 234, http://
ec.europa.eu/research/participants/data/ref/h2020/other/hi/ethics-guide-ethnog-anthrop_en.pdf.

15 Iphofen, Research Ethics in Ethnography/Anthropology, 47. Spaces neither completely public nor completely
private can be called semi-public spaces (e.g. Melike Peterson, “Living with difference in hyper-diverse areas: how
important are encounters in semi-public spaces?” Social & Cultural Geography 18, no. 8 (2017): 1070-1, https://doi.or
£/10.1080/14649365.2016.1210667) or “micropublics” (Ash Amin, “Ethnicity and the multicultural city: living with
diversity,” Environment and Planning A 34, no. 6 (June 2002): 969, https://doi.org/10.1068/a3537).

16 Cf. Iphofen, Research Ethics in Ethnography/Anthropology, 47. 1 do not attempt to hide that I am a
researcher, but I cannot advertise it constantly either. As is well-known in ethnography, this would be rather
counterproductive. For the so-called Hawthorne effect, see e.g. Gobo, Doing Ethnography, 124-5, 134 (footnote 2),
206; Iphofen, Research Ethics in Ethnography/Anthropology, 20, 22.

17 Gobo, Doing Ethnography, 105-6.

18 E.g. Carolyn Sufrin, “’Doctor, Why Didn’t You Adopt My Baby?” Observant Participation, Care, and
the Simultaneous Practice of Medicine and Anthropology,” Culture, Medicine & Psychiatry 39, no. 4 (2015): 621-2,
627-8, https://doi.org/10.1007/s11013-015-9435-x.

19 People mostly associate audio recording in church with either radio broadcasting, live streaming or
sharing on social media. Although the archival material will be openly available to all, access to it requires physical
presence and thus considerably more effort than in the case of online material.
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and the latter only of the people performing the services, not of the congregation. I
also thank people all the time and profusely. They may not have had a direct say in my
being there, but as a community they produce my research material,” and even though
I may juridically own the material I collect, morally I feel I am only borrowing it from
them. Finally, I limit my research to parishes, which secures me some places where I
can attend services without feeling I should be writing everything down, such as the
Orthodox seminary church.

This paper is a brief introduction to my doctoral research project in the midst of its
long fieldwork phase. In summer 2020, I still have some parishes left to visit. The past
months have not enabled travelling to do fieldwork, but new ways of experiencing — or
not experiencing — services have emerged and given many of us novel insights into the
sensory in Orthodox worship.
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1 INTRODUCTION

It is known that in the early nineteenth century in Constantinople, the “Three
Teachers”! were protagonists of a musical reformation of the so-called “Byzantine
Music”. A new notational system — called “The New Method” — was established,
through which the intervals of the melodies and the time expressed in beats were
well defined. At the same time, chanters of that era observed that the melody of
a given old piece known through oral tradition had many more notes than those
indicated by the interval signs? of the previous notational system, known as “The
Old Method”. Since they believed that the hymns had always the same melody,
they were led to the conclusion that the old notational system was diachronically
stenographic.

The New Method reformation was closely connected to the process of exegesis,
which literally means “interpretation”. Through this process, a nineteenth century
exegetes (i.e. interpreter), using the new notational system, wrote down the way
in which the chanters of his era used to perform compositions notated in the old

1 Chrysanthos Bishop of Madyta (appr. 1770-1846), Gregorios the Protopsaltis (1778-1821), Chourmouzios
Chartofylax (appr. 1765-1840).
2 The signs of the Old Notation are classified in two main categories: the interval signs (pwvntixa

onuadia) and the subsidiary signs (dpwva or peydadec vnootaocelc or yetpovouiec). The former indicated the
melodic contour in a relative way, while the latter were responsible for extra musical information, the exact
meaning of each of which remains obscure.
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system. The result of this process — also called exegesis — can help us to see
clearly the contrast regarding the number of notes indicated by the two systems
(see Ex. 1).

EXAMPLE 1: The end-phrase of the sticheron of Triodion “@avuacti To0 Lwtijpos” notated in
the Old Method and its exegesis in the New Method

Old Method
NLG 884f. 272v, 1341

e O e —
Ko pe. & Do ECL €oL

A
y =
[ fan [
‘ O
T - o - o o -
Ki 11 e 50 xa si
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Chourmouzios, NLG-MPT 715, ff. 103v-104r (19th c.)
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The belief of the invariability of Byzantine melodies is implied by Chrysanthos
in his theoretical treatise’, while Constantinos Psachos* and later Gregorios
Stathis® developed and transformed this idea into a scientific position. Since the
term exegesis was widely used by post-Byzantine composers from the seventeenth
century onwards, these scholars claimed that this term had diachronically the very
same meaning as a process of transcribing a single invariable melody in a more
analytical way.

Great Doxologies form a group of compositions that belong to the papadic
genre. Their current compositional style was established in the early seventeenth
century by Melchizedek, Bishop of Raidestos.® Until the New Method era, many
Great Doxologies were composed by various chanters, who wrote them down in
the old system. Some of them were “interpreted” in the new system by various
exegetes.

According to the previous position, the melody indicated by the exegeses of the
old Doxologies should be identical to their original melody, which would remain
unchanged. In order to examine this theory, we compared two old Doxologies
recorded in Partes notation” in the mid-eighteenth century (coming from Sinai
1477), with their nineteenth century exegeses in the New Method. Their melody
should be identical. Surprisingly, we observed that the two versions of both the
Doxologies show marked differences. Furthermore, we observed that even other
old Doxologies, when transcribed by different nineteenth century exegetes, show
notable differences, particularly regarding the time duration of syllables and
ornamentation.

These observations led us to the general suspicion that the interpretation of
the old notation was evolved through time and acquired more than one possible
variations. In our research, we attempt to examine thoroughly these observations in
order to interpret the ambiguity of the Old Method in the early nineteenth century,
focusing exclusively to the development of how the Great Doxologies were sung
from the eighteenth to the nineteenth century.

3 “Ecclesiastical musicians [...] composed theses of musical neumes in order to write the synopsis of
the piece to be chanted and deliver methodically their work to their students. [...] If one wishes to understand
the melos written in the fifteen neumes mentioned and the hypostaseis enumerated, he may accomplish this by
comparison.” XovoavOoc, Ocwpntixov Méya tne Movoiknc (Trieste: Michele Weis, 1832), 1% Part, §400: “So,
today music is offered to music lovers as it was initiated by Ioannes Damascenos and improved up to our
days. It preserves the first and ancient mele but approaches also the more recent mele; it applies among the old
neumes those that are efficient, but has also acquired some new neumes, that were necessary. So, what is it, old
or new? It is neither old or new. It is one and the same perfected in the course of time.” Ibid., 2" Part, §81.

4 “[Byzantine Ecclesiastical Music,] the beginning of which dates back to the times of the Apostles,
and which reached its highest degree of perfection during Byzantine times, was preserved unchanged until
our time, through the occasional analyses and exegeses of its stenographic notational system.” Kwvotavtivog
Waxog, H napacnuavtikn tne BvCavtvic povoiknc (Athens: XokeAapiov, 1917), 236.

5 “The original - old - notation is a method that combines optical and sound symbols with memorized
melodies. You see a graphical-optical presentation and you must “interpret” and sing what the presentation
indicates. You need many phonetic signs [of The New Method] in order to write down the melody you sing by
using the old notation. The melody is exactly the same; it remains unchanged. What is changed is the garment
[i.e. how it is presented].” T'onydoloc Ltabng, Epwtamnokpioeic xat Axpipoloynuata tne YaAtikne Téxvne
ev étet owtnpiw, Pif’ (Athens: Toovpa Bulavtiviic MovowkoAoyiag, 2015), 66-7. See also I'onyootog ZtaOng,
Ta Ipwtoypaga tnc E&nynoewc eic v Néav MéBodov Enuetoypadiac (Athens: Toovpa Bulavrtivig
MovowkoAoylag, 2016), 122.

6 See I'onydotog Ltadng, Mopdéc kar Mopopéc tnc WaAtiknic Téxvne (Athens: Togupa Bulavtivig
MovaowoAoyiag, 2011), 42. For further information about the Great Doxologies tradition, see Anurtotog
MnaAayewoyog, “H mowtodavéowon tov péAovg e MeyaAng AofoAoyiag otig xepdyoadeg mnyEg tov
' av”, in ZvupoAn otn pvaun Fewpyiov Xt. Auapyravaxn (1936-2003), ed. University of Athens (Athens,
2013), 110-28.

7 Partes is an eighteenth-century five-line notation used in Russia for writing down polyphonic partes
church music.
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2 OUR SAMPLE

Old Great Doxologies transcribed in the New Method by various exegetes or recorded
in partes notation in the eighteenth century, make up the corpus from which we took
our sample. In particularl, we compare different nineteenth century exegeses of four
old Doxologies, and then we compare the nineteenth century exegeses of two other

Doxologies with their mid-eighteenth century versions (see Table 1).

TABLE 1: Our sample of six old Doxologies and their versions on which we based our analysis

o0

composer mode version of... MS
I ¢Di tes (2 Dion. 680,
oasaf Dionysiates (?) £ 235v-238v
Germanos bishop Doch. 360,
1st [plagal i iari
of New Patras st [plagal] | Nikolaos Docheiarites (. 423v-428r
Chourmouzios Charto- | NLG-MPT 704,
fylax ff. 237r-238r
I Di tes (2 Dion. 681,
oasaf Dionysiates (?) £ 278r-283r
. . Doch. 360,
4th Nikolaos Docheiarites (. 418-403v
Bal the Priest Chourmouzios Charto- | NLG-MPT 704,
alases the Tries fylax ff. 244r-245v
. BKX 175,
Gregorios Protopsalt . 93r-96v
varys
Chourmouzios Charto- | NLG-MPT 704,
fylax ff. 250v-251v
. .. Doch. 360,
Nikolaos Docheiarites £ 405r-411v
NLG-MPT 744
1 1 . 4
Petros Bereketes | 1st [plagal] | Gregorios Protopsalt £ 136v-139r
Chourmouzios Charto- | NLG-MPT 712,
fylax ff. 45v-47r
Chourmouzios Charto- | NLG-MPT 704,
Melchizedek fylax (19th c.) ff. 229r-230r
bishop of Raides- | 1st plagal
tos Unknown (mid-18th c.) Sinai 1477,
ff. 84r-88r
Chourmouzios Charto- | NLG-MPT 704,
Panayiotes 4t plagal fylax (19th c.) ff. 231r-232r
Chrysaphes Gt
Unknown (mid-18th c.) Sinai 1477,
ff. 88r-90r
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3 THE VORLAGE ISSUE

Embarking on our research, the first question we had to deal with was whether the
differences between the various versions of each Doxology are due to the usage of
a different Vorlage® by the exegetes. Hence, we checked at least five manuscripts of
each of the six Doxologies.

On the one hand, we observed that all the copies of each Doxology are almost
identical regarding the Interval signs, i.e. their melodic skeleton (metrophonia). On
the other hand, we noticed some differences regarding the use of the subsidiary
signs: In the various Mss, a given intervallic figure would be accompanied with
either different subsidiary signs or the same subsidiary sign but with different a
colour (red instead of black and vice versa) or no subsidiary sign. Nevertheless, our
general impression is that the flexibility in the use of the subsidiary signs does not
correspond to the differences between the various versions of Doxologies (see Exx.
2 and 3). The entire subject needs further, more systematic research.

EXAMPLE 2: The first part of the 1+t verse of the Bereketes’ Doxology, notated in the Old Notation
(10 MSS) and its exegesis by three various exegetes. (Note that Doch. 341 is written by Doche-
iarites himself.)

Old Method
Z NLG
893, f. 133v-
S e R 894, f. 2281
> Ay T ool Tw Sm Tew T O dug 921, 50v-
> 925, f 33
P
(o mi ® o - ® o ' P ’
D Doch. 341,
Ao xa si to oi xan di to fos f 167r
I T T T - I~y NLG 936,
ot $us f 109
s G .:_.1 e e e 2T = NLG 2216,
Pus J-93v
—— e— 3 e — & e \2 — NLG 2301,
8 Vorlage is a technical term that refers to the original manuscript on which a scribe based his copy.
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New Method

-

(/{/‘___\_L—___—-L._—.

ECN \ T = A

$ AO Za soL 2T Su_ v (=28 o 4>w5
Gregorios
A | L | | NLG-MPT 744,
T T T I I I I I N I
e e e e e e e f- 1360
e
Ao  xa si to 61 xa an di to fos
o~ ~e =
Y c— —Q . =" P3SN — S\ S - =
= —_— Puws
A 0 Zo 6°t Tw Sse Ty A e Chour
A . L | C — | mouzios
T T T | - N I N B, SN I
S — } I | N . N I I I ] NLG-MPT 712,
o« ¢ @ f. 45v
Ao xa si to o1 Xa an di to fos
- g = SN Py SIS o~
L~ &— \ — . . . \ T > ] == < = ~
- Su, Z-(v\‘;(,\‘4 o <§>w J\-j o ews
AO T €ou Tey Docheiarites
Doch. 360,
b T rem— T t = ﬂ 1 T T h N ﬂ ! ] f 4057-
|I\8YJ I |- o ¥ v I hal I 1| 1 I | [ e 1]
Py) L4 L4 e [~ I

EXAMPLE 3: The last part of the 13" verse of Bereketes’s Doxology, notated in the Old Notation

(10 MSS) and its exegesis by three various exegetes

Old Method
__LL.\;\:A—'%\ZSP\\ B
0 = ¢0 @ o Be o2 o os oo
NLG 893,
P
— L i f 134r
':éa e o o o 5 e = - - = o = o o
(e} i S1 1 o the o 0z mu
\\ — <
0 = <o st o e oo o og Fov f. 133r
- R < —
__r_.?_;\_\_ \\_(\-S \'\,."%r* NLG 2301,
o Tt &L o Be ©0 o o ©s pou p. 154
—_ = = \c—’ﬂ — = ?\\ S >S\" — NLG 894,
O =« cu i o Be o ©  og fov f.2290
5- : : & N *'/\\ S /X\\ = NLG 921,
@~ o 8¢ o o o o5 oy f.52r
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— e N\ — s S T NLG 926,
> — ~
0 U 6o SA [0 9"6- o O o og I_ou f 642)
o e NP NLG 936,
ey > T N K SN = .
0 % 6 5 o de oo oor m £ 111v
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©Q s cv i o Be © © 208 tay f. 34v
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New Method
PP Sl o NI ‘c’—:’Z*_; S
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4 NINETEENTH-CENTURY VARIATIONS

When we compare the exegeses of the nineteenth century, we observe three main
types of variation: a) addition of extra melismata, b) different starting points of
neumatization, and c) differences concerning the distribution of the beats per syllable
(texture). We shall now analyse each type of variation separately.

4.1. EXTRA MELISMATA

In some cases, we see that exegetes from Athos add melismata at the end of some
phrases with no interval signs to suggest this.” What is even more striking is that
when Dochiareites, who added extra melismata at the end of some phrases, uses
the Old method to record the same Doxology, does not indicate any of these extra

9 One could argue that some specific cadential subsidiary signs (such as apoderma or kratema) are responsible
for these extra melismata. The point is that the exegetes do not add extra melisma every time they see such a sign,
and this is precisely what illustrates the ambiguity the old notation had at that time.
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melismata (see Ex. 2 and 4). Therefore, we can see clearly that we are not dealing
with Vorlage. A further observation is that exegetes often use as extra melismata
cadential phrases that are indicated through the interval signs in other parts of the
composition (see Ex. 4).

EXAMPLE 4: The third part of the 1st verse and the penultimate part of the 5% verse of the
Germanos’ Doxology notated in the Old Notation and their exegeses by three various exegetes.
(You can see that the extra melisma added at the 1+t verse by both Athonite exegetes, is similar to
a cadential phrase found in the middle of the 5% verse of the original composition.)

A.
Old Method
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[ §)— == — <
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/ 1 f
[N - e - ® ]
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i ri ni
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5 U e H B oA va o 4 - wT
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Py f.237r
i ri
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4.2 STARTING NEUMATIZATION AT DIFFERENT POINTS

The melody of a verse can be morphologically divided into a number of individual
phrases. On many occasions, the initial part of a melodic phrase is syllabic (a beat per
syllable) while the rest part is neumatic (two-four beats per syllable). We observed
that very often the various exegetes start their neumatization at different points of a

given phrase.

In order to deal with this, we split the various exegeses of the Doxologies into
phrases. We then juxtaposed each phrase of each exegesis and compared them by
two. Finally, we counted the number of times the starting points of neumatization
coincided (see Table 2). The deviation between the various exegeses suggests that
there is no exact indication in the Old Notation for starting neumatization. Exegetes

choose their starting point intuitively and subjectively.
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TABLE 2: The percentage of phrases per
exegesis of each old Doxology, of which
the starting point of neumatization coin-
cides. Here we have highlighted the com-
parisons that showed a percentage of coinci-
dence lower than 70%. It is impressive that
Gregorios’ and Chourmouzios’ exegeses of
Balases’” Doxology in varys mode show a
65.9% deviation.

4.3 DIFFERENT TEXTURE

The third type of variation is found in
the texture of the Doxologies” exegeses;
that is the ratio of beats per syllable.
For the purposes of our project, we
compared the texture of various
exegeses of the same Doxology in both
a general and a more specific way. We
excluded from our examination the
final syllable of each phrase of all the
exegeses. This was necessary firstly to
be able to examine the exegeses without
any extra melismata, and secondly
because exegetes often determine the

duration of the final syllable without taking into consideration the rhythmic context

of the phrases.

Our general comparison was based on the two well-known statistical methods,
ANOVA and T-test, through which we concluded that the differences between the
general textures of the various exegeses are not statistically significant. As may be
seen in Table 3, the average ratio for all the exegetes is about two beats per syllable.
That means that all the exegetes consider old Doxologies having a general neumatic
character clearly distinct from that of the syllabic Doxologies (usually called syntomes,

i.e. short) composed in their time.

TABLE 3: The average ratio of beats per syllable for each old Doxology according to the various

exegeses

Germanos, 1st [plagal] mode

Ioasaf - Docheiarites 59/69 (85.5 %)
Ioasaf - Chourmouzios 48/69 (69.6%)
Docheiarites - Chour- 53/69 (76.8%)

mouzios

Balases, 4t mode

Ioasaf - Docheiarites 56/70 (80.0 %)
Ioasaf - Chourmouzios 56/70 (80.0 %)
Docheiarites - Chour-

65/70 (92.9%)

mouzios

Balases, varys mode

Gregorios - Chourmouzios 30/68 (44.1 %)

Bereketes, 1t [plagal] mode

Gregorios - Chourmouzios 35/73 (47.9 %)
Gregorios - Docheiarites 45/73 (61.6%)
Docheiarites - Chour- 61/73 (83.6%)

mouzios

Mean (Right-trimmed)

mloasaf  mNikolaos

26

24

Germanos 1st plagal Balases 4th

m Gregorios Chourmouzios

22 21

Balases varys Bereketis 1st
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Furthermore, we estimated the similarity of the texture of the various exegeses in a
more specific way. In particular, we firstly counted the duration (i.e. the number of
beats) of each syllable of a given exegesis. Then, we juxtaposed our results with the
syllable duration of another exegesis of the same Doxology. Finally, we counted how
many syllables share the same duration (see Ex. 5).

EXAMPLE 5: The process of estimating in a more specific way the similarity of texture between the
Gregorios” and Docheiarites’ exegesis of the 1st phrase of the 1+ verse of Bereketes’ Doxology

T PEEERN

now o
‘1> bo Zo eed

Gregorios| =[1, 1, 1, 1
1, 1

[Nikolsos|- [1, 2, L, 1, 1, 1, 2, 2, 10]
;
— = = = - = y
Ty e=n — <= — < N2 \—;“"Z_)"‘; ;
Bow 24 zo o .
0\150 ., e TR SR = 3 different syllables to 9
aesg XX 2
= s = 3

As may be seen in Table 4, the percentage of similarity shown is between 72-90% in
all cases. The minimum 10% of differentiation indicates that exegetes are to a small
extent based on their intuition and subjectivity in order to give specific duration to
the old signs or group of signs.

TABLE 4: The percentage of syllables per exegesis of each old Doxology (except the final syllables
of phrases), of which the number of beats coincides

Germanos, 1st [plagal] mode

loasaf - Docheiarites 367/419 (87.6%)
Ioasaf - Chourmouzios 338/419 (80.7%)
Docheiarites - Chourmouzios | 347/419 (82.8%)

Balases, 4t mode

Ioasaf - Docheiarites 349/418 (83.5%)
Ioasaf - Chourmouzios 344/418 (82.3%)
Docheiarites - Chourmouzios | 378/418 (90.4%)

Balases, varys mode

Gregorios - Chourmouzios

304/420 (72.4%)

Bereketes, 1t [plagal] mode

Gregorios - Chourmouzios 323/415 (77.8%)
Gregorios - Docheiarites 320/415 (77.1%)
Docheiarites - Chourmouzios | 364/415 (87.7%)
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5 EIGHTEENTH-CENTURY DIFFERENTIATION

Moving now to the eighteenth century, we repeated the whole process but only
selected the Doxologies for which we have both transcriptions from the eighteenth
century and exegeses from the nineteenth century. Our source for eighteenth century
is Ms Sinai 1477, where we found Melchizedek’s and Chrysaphes’s Doxologies
recorded in partes notation. This way of interpreting this system sparked an
interesting discussion between some scholars and us after the publication of our
announcement, and thus we will dedicate the following subsection to developing
our interpretive approach.

5.1 INTERPRETING MS SINAI 1477 VERSIONS

Ms Sinai 1477 is notated in partes notation, which is a specific version of Kievan
notation, a system developed in late sixteenth century in Ukraine and Belarus.
Gregorios Stathis'’, based on the contents of the manuscript, dates it between
1700-60, while Irina Chudinova'' connects it to the spiritual movement of Paisius
Velichkovsky, which occurred during the second half of the eighteenth century.
Combining the two scholars, we can place the manuscript between 1750-60.

During the analysis of Sinai 1477, we found some melodic movements very
different from those indicated by the tradition of the old manuscripts'?, as well as
some strange mistakes in the texts. These observations led us to the conclusion
that this manuscript is the result of a record by the scribe of a chanter singing (at
least some of) the pieces by heart, including the Doxologies." Since Velichkovsky
had close relations with the Holy Mountain', the source of the scribe could be an
Athonite monk.

Doxologies from Sinai 1477 will be compared to their New Method exegeses made
by Chourmouzios. Hence, we had the idea of transcribing the partes versions into
the New Method in order to make the comparison more tangible. To carry out our
transcription, we have taken into account previous transcriptions of Kievan scores
into modern staff notation, the way current chanters interpret Kievan notation
in actual performance, as well as some theoretical approaches from the previous
centuries.

Firstly, we checked transcriptions made by eight different scholars. Five of
them transcribe the Kievan tactus as a minim (Pichura'®, Simons", Sibiryakova',

10 See Tonyodoloc XtdOng, “To povoud xewoyoadpo Liva 1477,” in Tiun npog tov Abaokadov, ed.
AxAAéac XaAdaidkng (Athens: AvatoArg to ITeoujxnua, 2001), 473-5.
11 See Irina Chudinova, “Greek Chant in the Russian North,” in Crossroads. Greece as an intercultural pole

of musical thought and creativity, ed. Evi Nika-Sampson, Giorgos Sakallieros, Maria Alexandru, Giorgos Kitsios &
Emmanouil Giannopoulos (Thessaloniki, 2013), 255.

12 See e.g. the beginning of the phrase “ikat aylov mvevpa” of the 3 verse of the Chrysaphes’s Doxology
or the phrase “o kaOnuevog” of the 5% verse of the same Doxology.
13 In the 2nd verse of Melchizedek’s Doxology, the scribe omits the phrase “dofoAoyovuev col”, the

melody of which is found investing the next phrase, “cvxaoiotovpev oot”, the melody of which is missing. See
also in the 4t verse of Chrysaphes’s Doxology, where instead of “tnv apaotiov” we have “tac apaotiac” (see

Ex. 7).

14 Therefore, we excluded the possibility that MS Sinai 1477 may be a transnotation from the Old Method
to partes notation, where some parts could be transcribed “analytically” and some others “stenographically”.
15 See Chudinova, “Greek Chant”, 254.

16 Gabriel Pichura, “The Podobny Texts and Chants of the Suprasl Irmologion of 1601,” The Journal of
Belarusian Studies 11, no. 2 (1970): 192-221.

17 Nikita Simmons, “A Primer of Kievan Square-note (Quadratic or Synodal) Musical Notation” (2004).
Accessed 21 May 2020. http://www.synaxis.info/psalom/research/simmons/Kievan_notation.pdf.

18 Nun Judif (Sibiryakova), “Great Polyeleos of Multan (by the Heirmologion of the Suprasl Monastery,

XVI century),” Becmuux ITCTTY V: Mysvikaivtioe uckyccmeo xpucmuarickozo mupa II, no. 3 (2008): 163-216.
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Ignatenko', Kachmar®), while the rest transcribe it as a crotchet (Dragoumis?,
Rolando?, Makris?) (see Table 5). Even the same Ms is found transcribed in both
ways by different scholars.*

TABLE 5: Transcriptions from Kievan to Western staff notation made by eight scholars from the
20* and 21+ century

Scholar Transcriptional approach
The Suprasl Irmologion comprises the following notes:
1 = takt or breve
= vV = J Cetverty or
minim
Pichura = = @ polutakt or - polucerverty  or
semibreve - crotchet
pol-polucetverty
v o= V or quaver
g N E d =E$
Aanu_a8i_a, Aaan a8 i_a, A aan_aS_ i___ a.
Simons Al ~
o—tl
N Y I O T
A\ O S A O > I 1
o 7 o
A-lle-lu-i- a, a-lle-lu-i- a, a- - lle-lu-1 - - a.
pp—) . 2
'U apuio cﬂoﬁ;(
AL~ f
Sibiryakova . .
G Lo N
\._JI & J & () e = C) -5}'- J .I .‘T- o © [~} [~ J i & J = 1
Pa - &, pA-&R 18 - oo - Ad.
(Suprasl Heirmologion, 1598-1601)
19 Evgeniya Ignatenko, “Griechisch-byzantinische Quallen der Oktoechos 1769 von Kallistrat aus

Kiew” in Theorie und Geschichte der Monodie Bericht der Internationalen Tagung 2014, ed. Martin Czernin & Maria
Pischloger (Brno, 2016), 245-93.

20 Mapisa Kaumap, “Crmxnpa Ha Pisaso Xpucrose Anecs Xpucroc so Budaeemi (Mysuano-aHaaiTirani
crioctepeskenns:),” in Karogonis: Haywosuii 30ipnuk 3 icmopii yepkostoi morodii ma zummozpadii, ed. Mapis
Kaumap (2016), 67-79.

21 Madokoc Apayovune, “Ot Metayoadéc e MeyaAng AofoAoyiag tov MeAxioedéx,” in H
Iapadooiaxn uac Movowkn 11, ed. Maproc Apayovunc (Athens: Kévtoo Mikoaoiatikov Lmovdwv Pidot
Movokot Aaoypaducot Agxelov MéATwg MepAié, 2009), 31-61.

22 Sloan Rolando, “Uncovering the Place and Origin of Carpatho-Rusyn Chant,” (2010). Accessed 21
May 21 2020. http://www.synaxis.info/psalom/research/rolando/CRChantFullArt. PDF.
23 Evotd0ioc Maxong, “XegouvPucov  «moAitucov». Mix moiun  «petayoadt)»  eAANvucon

exkAnoxotikov péAovg,” in Psaltike. Neue Studien zur Byzantinischen Musik: Festschrift fiir Gerda Wolfram, ed.
Nina-Maria Wanek (Wien: Praesens, 2011), 205-18.

24 Compare the transcriptions of the Suprasl Heirmologion made by Sibiryakova and Kachmar with
those of Makris.
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Dragoumis &. §- ,FoJT gwg L g!' e
(based on A ' '
Anto-
nowycz)
(Sinai 1477, 1750-60)
r.: o ..":'_"::-” v
e n TRt
(VB o, pa vpmmAr @R YN, 1Y
Rolando o e
o =z |
Mo - pst uepM Ha - 10 My - YH__- HY
(L"vov Irmologion, 1709)
Makris
(Suprasl Heirmologion, 1598-1601)
@?&:ﬂgﬁ 1 - =
- o« ki a‘\ 7 -y
Rt 0 o oo mactel BENB 1 pnalT
Ignatenko - ‘
I/} . L
e e E T [ T re—r
V3 B3 AHec npe L)’ wecr seH  Ha o pax 42 ‘ er
(Octoechos of Kallistrat, 1769)
Kachmar ———— i —
Il 1 Il | ] Il
~ T~ T~ I 1
de_ ne Xpn_ro ko Budp_ae_e_ me
(Suprasl Heirmologion, 1598-1601)

Beyond this, we discovered that some pieces are found recorded in some
Heirmologia with durations double those in some other Heirmologia of the same
period (see Ex. 6). This leads to the conclusion that Kievan notation itself shows
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ambiguity as to its tactus. The question is whether this ambiguity is related to a
differentiation in performance or whether it consists a pure notational convention.

EXAMPLE 6: The second mode dogmatic “IIpeude cronv sakonnasn” (gr. IlapnA@ev 1 okid Tov
vouov) recorded in four different Heirmologia in Kievan notation®

. . = WY U ) L 4
Heirmologion P Seares by

of Lviv MB 50 43—-‘—3—1—#-&3 T t_a-‘ﬁl—j;.j:w‘ w—Tpa i)
doubled tac- - - -
(doubled tac n“ uﬁT

tus)

late 16" c. :___”;“:-_—:: :? e
Heirmologion — -
of Supraslg {0‘/“4"'“ |/|d b
(single tactus) g J —J _[_t

'y

Kanchuzky’s
Heirmologion

(single tactus)

17t ¢,

o it Ta :_.sf
(doubled tac- — 7 —— o
o fou gyl " —

Nikita Simmons (ibid., 2) informs us that “the values of the Kievan notes are
double their equivalents in the modern system, so we should sing all the chants as
if they were given a time signature of ‘cut time” (¢)”. This statement implies that
transcriptions having the minim as their tactus follow a mere notational convention,
a suspicion confirmed by contemporary chanting practices. If one surfs the
YouTube channel “CarpathoRuthenica”?, one may see several videos displaying
Kievan scores accompanied by recordings of the corresponding pieces performed
by various chanters. In their interpretation, the chanters keep a conventional tactus
that is identical to a typical crotchet of a Western score in 4/4, following various
tempi.

Beyond current approaches, we also took into account elements from the
theoretical treatise “Music Grammar” written in 1677 by Nikolay Diletsky”, where
the sign El is described as “the tactus” that needs “two ‘calmly” hand movements
(one up, one down)”, thus corresponding to one minim with a relatively slow
tempo. This information is repeated two centuries later by Nikolai Mikhailovich
Potulov®*®, who makes a further distinction between “the tactus of the beginners”,

25 From Maria Kachmar, “Oco6amBocTi My3sn4HOTO TEKCTy AOTMaTMKa APYTOTro IAacy B HOTOAIHiMHIX
Ipmoaorionax XVI-XVIII ct. (a0 nuranns sanucy myranii),” Vipaincoxa Mysuxa I, no. 27 (2018), 5-10).

26 See https://www.youtube.com/user/CarpathoRuthenica (17 May 2020).

27 See Huxoaas Auaenkaro, Mycuxiuckas I'pammamuica, ITocmeprusit Tpyas C.B. Cmoaenckaro (1910),
56-7.

28 See Huxoaait Muxaitaosnu Iloryaos, Pyxosodcmso Kv IIpaxmuueckomy Wsyuenito (Moscow:

CvHOZaAbHOM Tmnorpa(1)'1'm, 1888).
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which has four movements for educational purposes, in contrast to the actual “tactus
of the chanters”, which includes only two movements.

Moving on to the transcription of the Doxologies recorded in Sinai 1477, we
had two options: either to follow a double tactus and somehow indicate a ‘cut
time” (which is actually a very quick tempo), or to keep a single tactus and keep
a normal or relatively slow tempo (according to Diletsky). The first option is very
unusual in current New Method tradition, appearing exclusively in kratemata and
in some chants for the Liturgy of St Basil, and never in Doxologies. A doubled-tactus
score would also tempted a modern chanter to “analyse” the durations, adding
ornamentations, and thus totally changing the original melodies. Furthermore,
we observed that several excerpts from the Sinai versions are almost identical to
Chourmouzios’s exegesis, and so a double-duration transcription in New Method
would be misleading (see Ex. 7).

EXAMPLE 7: The 4" verse of Chrysaphes’s Doxology from Sinai 1477 version and its two possible
New Method transcriptions, and Chourmouzios’s exegesis

Sinai 1477, ff. 84v, 85r
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New Method transcription in double tactus
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Chourmouzios’s version, NLG-MPT 704, f. 231r
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Our final decision was to transcribe Doxologies in a single tactus. In order to confirm
our decision, we asked chanter and researcher Irina Starikova to chant and record
for us the first verse of Melchizedek’s Doxology as notated in Sinai 1477. The result
was exactly what we expected: she sang it as having a normal crotchet tactus, but
keeping a slow tempo of about 73 bpm, which if transcribed in double tactus in the
New Method would be sung in the unusual, unnatural and non-traditional tempo of
146 bpm?! After all, this is the way Chrysanthos himself transcribes a cut time score
into the New Method in his treatise (see Fig. 1). Let us now move on to our analysis.

FIGURE 1: The way in which Chrysanthos (ibid, p. 222) transcribes into the New Method a Western
score in cut time

Faux = bourdons. . .
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—“L‘ah--ﬁ;t_‘- C.—.ﬂ...-._:’:_t‘— ”
‘M rery ‘_" 8 |

rxlopg & A& TG T i At O N ETaITE gt TOV t Goy«Te

5.2 COMPARING THE SINAI 1477 VERSIONS WITH CHOURMOUZIOS’ EXEGESES

Our initial observations are the same as in the previous comparison: in eighteenth-
century versions extra melismata, different neumatizing points and different texture
may be observed.

Extra melismata are found exclusively in seven phrase-endings of Melchizedek’s
Doxology, some of which are similar to melismata written elsewhere in the original
Old Method manuscript (see Ex. 8).

29 The extreme case of the hymn for the Liturgy of St Basil, “Tnv yap onv pufjtoav” is chanted by the
Protopsaltis Thrasyvoulos Stanitsas (1910-1987) in a tempo of about 138 bpm (see https://www.youtube.com/
watch?v=BXO9yCwNTHA).
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EXAMPLE 8: The last part of the first verse and the end of the first phrase of the fifth verse of
Melchizedek’s Doxology notated in the Old Notation and its 18 and 19% c. versions. One can see
that the extra melisma added at the first verse in the 18 c. version, is similar to a cadential phrase
at the beginning of the fifth verse of the original composition.

A.

Old Method

Bucharest 52, f. 105r
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4 r—

v So K o
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—y ]
|4 |
[ Fan ]
e ® bd > - ® ©
ev 50 ki a
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: T —
N P R e e P T

early 19th c. version
Chourmouzios, NLG-MPT 704, f. 229r
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Old Method

Bucharest 52, f. 105v
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Chourmouzios, NLG-MPT 704, f. 229r
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The two versions of Melchizedek’s Doxology coincides in 66.2 % regarding their
starting point of neumatization, while the two versions of Chrysaphes’s Doxology
coincides in 60%. The deviation again suggests the absence of any indication in the
old notation for starting neumatization.

The most obvious difference between the two versions is found in their texture.
While in Chourmouzios’s exegeses all the phrases are mainly neumatic, Sinai 1477
versions have many purely syllabic phrases (see Ex. 9). Specifically, 25.3% of the
phrases in Melchizedek’s Doxology and 13.3% in Chrysaphes’s Doxology are syllabic.
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The textural differentiation of the two versions is displayed in Tables 5 and 6, the
horizontal line of which presents the number of beats, while the vertical one presents
the number of syllables.

EXAMPLE 9: The difference in texture between the two versions of the 3™ verse of Melchizedek’s
Doxology. The syllabic parts of the Sinai version are in frames.
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mid-18th c. version
Sinai 1477, f. 88r, 88v
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early 19th ¢, version
Chourmouzios, NLG-MPT 704, f. 229r

> — e —7 > \\o ‘—:: -
=/ = ~ > i
N~ ST — ="
fre o « € f° vo o ™ o \
€ s n €ov au
\\5 %’ ~ S~ \\r o [ :: ~ SN : e _—t
e —_— == = = \OS = e
7<f\ ‘j & & il X Tk ov Nve QU fu -S
la | I p— |
1V - N — T T T I I I — T
G e e
e e — > —— C—— i R— —
Y 4 7 |
Ki 1 e va si lef e pu ra ni e the
00— . — T f T . g—
V.4 I | [ — | I | | [ [ [ [ N | [ |
[ fan W] I I  E— I I  —— | - I I I
\\SV A7) o - I — | o @ 4 [ ——
Y o o & 7 e
e pa ter pa an do kra tor
) | — | , — , | ,
—D1+—Fr 1+ — T — ——
: | i' o ] o 4 1 e I
()
ki i e i e mo no ye nes i i su hri
h }
7 N T —— I T I T . g—
| .. I | | | r— | I 1 | | | | 1 N | | |
H{r~S—] I I [ I I 1 I ] I I I
[ \Sv 2 o o O — | o LJ_J_‘_H > o
[y o 4 7 c
ste ke a yi o on pne ev ma

TABLE 5: The texture of the two versions of Melchizedek’s Doxology
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TABLE 6: The texture of the two versions of Chrysaphes’s Doxology
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Applying the Hypothesis Testing to the two different versions of the Doxologies,
we found them considered non-similar. Specifically, the probability of the Sinai
versions being similar to Chourmouzios’s exegeses is less than 0.001! Counting now
the similarities between the two versions of the Doxologies, we found deviation of
63.3% for Melchizedek’s Doxology and 55.1% for that by Chrysaphes. Combining
our observations with the statistical results, we arrived at the general idea of a
distinct mixed syllabo-neumatic texture in the eighteenth-century versions of the
old Doxologies.

6 CONCLUSIONS

Based on the analysis of our sample, we came to the following conclusions:

1. There is no indication for beginning neumatization in the Old Method.

2. Moving from the eighteenth to the nineteenth century, we observe a
development from a mixed syllabo-neumatic to a mainly neumatic style in the way
of chanting Doxologies based on the same Old Method score.*® This development
most likely led to the creation of the two distinct styles of chanting and, consequently,
composing Doxologies (as well as of other genres): the syllabic style called syntomon
(i.e. short) and the neumatic style called argon (i.e. slow).

3. In our analysis of the various versions of the Doxologies, we spot three
different features, the flexibility of which determines the whole temperament of
each version:

a. the interchangeability between syllabic and neumatic approach,

b. the addition of extra melismata at the end of some phrases,

c. the choice of the point where neumatization starts. The mid-eighteenth century
chanter of Sinai 1477 is flexible in all features. Early-nineteenth century Athonite
exegetes follow this tradition except for the interchangeability, while Gregorios and
Chourmouzios, attempting to be more systematic and faithful to the Old Method
score, show flexibility exclusively in starting neumatization.

30 We should also take into account the existence of local traditions in different chanting centers. Probably
this process had already begun in Constantinople, while on Mount Athos an older practice is preserved.
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It can be reasonably assumed that a semantic shifting of the term exegesis occurred
at the end of the eighteenth or the beginning of nineteenth century. For the hypothetical
Athonite chanter of Sinai 1477, practicing exegesis seems to mean a kind of musical
elaboration of the indicated by the old notation melody, based on subjective aesthetic
criteria, perhaps in combination with local traditional techniques, or vice versa. This
elaboration includes partial neumatizations and addition of extra melismata at the
end of some verses. Nineteenth-century exegetes from Athos seem to maintain the old
concept, being more intent on a mainly neumatic temperament. In contrast, Gregorios
and Chourmouzios try to give as much objectivity and as much of a “scientific
approach” as possible to the process of exegesis. Hence, they re-conceptualize the term
as a process that has much more to do with the transcription from what is considered
as a more synoptic notation to a more analytical one, with the very melody remaining
unchanged.”

In addition, during our research, we developed two ideas that need further
examination: Firstly, we suspect that in eighteenth century, some syllabic or mixed
syllabo-neumatic pieces were chanted very slowly. This gradually led to re-analysis of
their tempo, and thus a very slow tactus became two very fast tacti. This new very fast
tempo became normal and gave space to the development of ornamentation. Thus, a
new style of interpreting the old pieces emerged. This can be detected in a few chants
that are found recorded in New Method in both syllabic and neumatic way by different
scribes/editors (see Ex. 10). Note that a similar process happened during this period in
Ottoman secular music from Constantinople® (see Ex.11), with which the Rum chanters
had close relationships. Hence, an Ottoman influence can be considered very likely.

31 Schartau & Troelsgard claim that even the New Method teachers used the term exegesis to describe “a
variety of different procedures of embellished performance or re-composition in the later Byzantine repertories”,
distinguishing it to the process of transcribing late Byzantine chants from the old into the new notation, for which
they used the term metafrasis (i.e. translation) (see Bjarne Schartau & Christian Troelsgard, “The Translation of
Byzantine Chants into the “New Method”: Joasaph Pantokratorinos - Composer and Scribe of Musical Manuscripts,”
Acta Musicologica 69, No 2 (July-December 1997): 138.

32 See Owen Wright, “Aspects of Historical Change in the Turkish Classical Repertoire,” Musica Asiatica 5
(1988), 1-109; Jacob Olley, “Rhythmic Augmentation and the Transformation of the Ottoman Pesrev, 18th — 19t
Centuries,” in Rhythmic Cycles and Structures in the Art Music of the Middle East, ed. Zeynep Helvaci, Jacob Olley &
Ralf Martin Jager (Wiirzburg: Orient-Institut Istanbul, 2017), 177-87.
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EXAMPLE 10: A. The common melody of the troparion of the East “Xpi070¢ avéotn” notated both

syllabically and neumatically®
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33 Farlekas characterizes this version as “the commonly chanted by the people”.
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B. The beginning of the sticheron prosomoion of the Annuncation “®@aivn por wg avOpwmnog”
notated in simple syllabic, ornamented syllabic and neumatic way

simple syllabic version
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syllabic version with ornamentation
Stefanos Lampadarios, Movotkn KvpéAn A' (1883), 325
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neumatic version
Mattheos Vatopedinos (1774-1849), I[Tavnyyvpikn A" (Athos: Vatopedi, 1997), 335
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EXAMPLE 11: The beginning of “Bestenigar berefsan” recorded by Dimitrie Cantemir (Collec-
tion no. 281) in the late 17t c. and by Charles Fonton in 1751. You can see how the simple melody

of 16/4 rhythm became ornamented in the doubled 32/4 rhythm.**

Cantemir version

G e

Fonton version

®

34 From Walter Feldman, Music of the Ottoman Court (Berlin: VWB, 1996), 445.
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We also observed that Sinai 1477 versions are written in a kind of free sense
of time. Someone had partly to change several of the durations of the notes in
order to chant the melodies in a strict mensuralist way. There are two possible
explanations for this feature: either the scribe had a bad sense of tempo, or the
chanter sang in a freer rhythm, i.e. rubato. However, it seems reasonable that a
mensuralist performance could be easily recorded, even by someone having a bad
sense of tempo. The presence of rubato interpretation in many musical idioms
originating from old Byzantine music (e.g. Italo-Albanian®, the tradition of the
Ionian Islands®*, Kievan Chant”, Cuntana Chant®, Znamenny Chant®, Rizitiko
song® etc.) supports the hypothesis of a freer interpretation of Byzantine pieces
before the mid-eighteenth century. Possible influences of Ottoman secular and
Sufi music (in which rhythm plays an important role as a mnemotechnical and
denaturational tool, respectively) may led to a more mensuralist chanting. Thus,
traditional (free) ornamentations possibly connected to particular subsidiary
signs acquired a specific melodic form within the strict tempo. In addition, quick
syllabic beginnings also stretched in order to fit the beat. Inevitably, this led to
an increase in the duration of pieces, and paved the way for the development of
a distinct neumatic style in which Great Doxologies came to be sung in the early
nineteenth century.

35 See Giuseppe Sanfratello, “Oral performances in a (post-)literate society,” M&STE - elektronisk
tidskrift for konferensen musik & samhille, no 1 (2016): 78.

36 See Ywtrjong Aeomotng, “H IHapadoowaxr) Kegkvoaiiry WaAtwkr) Téxvn,” I'onyodotog TlaAaudg,
vol. 812 (Thessaloniki 2006): 1034.

37 According to Dimitri Razumovskij, Kievan notation never had a mensuralist interpretation (see
Anmvutpuir Bacuavesia Pazymosckuit, Lozocayxedrnoe nenue Ilpasocaasnoir I'pexo-Poccuiickot Lepxkeu. - M.
(1886): 30.

38 See Costin Moisil, ““You have to sing them correctly!” Notation and Performance in Cuntana Chant,”
Musicology Today 19 (2014).

39 See Alfred Swan, “The Znamenny Chant of the Russian Church,” The Musical Quarterly 26, no. 2
(April 1940): 15.

40 See Tewpylog XatlnOeodwoov, “Ta Pulitka Toayovdwx g Korjmne wxat n Bulavtivn
ExrAnowotucy Movowr),” MeAovpyia I (Thessaloniki, 2008): 346.
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INTRODUCTION. ORTHODOXY IN PORTUGAL

Christian Portugal has a long history, the province of Lusitania having become
Christian under the Roman Empire, subsequently receiving the already Christian
Suevi and Visigoth tribes in the 5% century. The early period of Portuguese
Christianity (necessarily overlapping with the processes of Christianization of
the lands of what is now Spain) was marked by the activity and prayer of many
saints. Amongst them are the Apostle James, who is traditionally held to be buried
at Santiago de Compostela; St Peter of Rates (1** cent.); St Vincent the Martyr (d. c.
304), Sts Verissimus, Maxima and Julia (d. 304); the renowned missionary, monastic
founder and theologian St Martin of Braga (d. c. 580); the martyr St Irene of Tomar (d.
c. 653) and St Fructuosus of Braga (d. 665). About a dozen pre-Romanesque church
buildings, mostly rebuilt, have been preserved in Portugal, chiefly in the north; they
mark the different phases of the affirmation of Christianity in those lands. These
include the church of the Monastery of Rates near Pévoa de Varzim, from the Suebi-
Visigothic period, and the chapel of St Fructuosus, founded in the seventh century
near Braga. As for the liturgy and chant, it is stated that at the beginning of the sixth
century

there was experienced, then, the final phase of constitution, in the various regions of

the Iberian Peninsula and in Europe in general, of a repertoire of artistically elaborate

1 This project was supported by CESEM at the Faculdade de Ciéncias Sociais e Humanas, Universidade
Nova de Lisboa, Portugal. I would like to thank Fr Ivan Moody for his advice during the writing of this article.
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chants, linked to an increasing specialization of functions within the Church. The

Iberian repertoire, influenced by the traditions of Gaul, Africa, Jerusalem and even

Byzantium (whose troops occupied, in the second half of the sixth century and the

beginning of the next, the south of the Peninsula, including the Algarve and part of the

Alentejo) was certainly diversified according to the local particularities of the liturgy.?
A unification of liturgy and of repertoire took place in the seventh century, resulting
in the “Hispanic-Visigothicrite,” which was followed in most of the Iberian Peninsula
until the end of the eleventh century, and which established a barrier between the
churches of the West and the East; the decree of 1080 abolished, in favour of the
Frankish-Roman rite, the Spanish-Visigothic rule in the Peninsula, within which an
intersection with Eastern Christian singing could be traced.

The twentieth century opened a new wave of manifestation in Portugal of
Christian traditions originating from the countries of the Byzantine rite. In the
framework of a small state, and to the greatest extent in its capital, Lisbon, on
account of several waves of emigration, representatives of a number of Orthodox
Churches — Greeks, Armenians, Copts, Syrians, Georgians, Russians, Bulgarians,
Romanians, Moldovans, Serbs and Ukrainians poured into the society as a whole.
Some of them, such as the Syrians or Russian Old Believers who emigrated from
Canada, are not organized into separate communities.

Essentially, however, Orthodox people come together in groups based on their
common language and the church traditions of their country of origin. While some
ethnic Orthodox groups are few in number and either do not have official church
status, or are registered as cultural and non-church organizations, such as the Copts
and Georgians, most Orthodox emigrants are organized in parishes representing
the patriarchates of their countries. Parishes can either unite people of different
nationalities, for example, Ukrainians, Moldovans, and Russians in the “Russian”
church of the Moscow Patriarchate, or they can tend to national separation, for
example, in the “Moldavian” parishes of the same Patriarchate; Moldovans, because
of the common language, moreover, the same families, can attend both services
of the Romanian Church and the Moldovan parishes of the Moscow Patriarchate;
Ukrainians are divided into different parishes from the point of view of church
organization. The third socio-ecclesiastical reality is the Portuguese Orthodox
Church, which resulted, over the course of more than half a century of existence,
in a number of canonical and non-canonical organizations; in addition, Portuguese
people, in varying proportions, are included in almost every non-Portuguese parish.

This entire complex reality is directly reflected in church singing, presenting a
picture of many components and contrasts. The music in use in parishes depends
very largely on the national tradition adapted, previous experience and knowledge
of the choir director responsible and the level of skill of the choir. A diversity of
repertories may thus be found, including monodic and polyphonic chants of the
same national branch; nevertheless, as a rule, in each of the parishes one particular
style prevails, into which others are interspersed as “exotic.” For example, singing
in Russian parishes is guided by four-voice repertoire, universally used within the
framework of the Moscow Patriarchate, although more often it is limited to two
voices for logistical reasons, but some fragments of the liturgy, in accordance with
the taste of the director and the choir, might include Znamenny arrangements with
ison or four-part transcriptions (reduced to two voices) of the Georgian repertoire.

2 Manuel Pedro Ferreira, Antologia de Miisica em Portugal na Idade Média e no Renascimento. Vol. 1. (Lisboa:
Arte das Musas, 2008), 10.
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Against the background of this many-sided picture of the singing in the
Orthodox diasporas, the singing practice of the former Greek parish of St Nectarius
of Aegina, in the Patriarchate of Constantinople stands out.

Appearing in 1994 as the first “canonical” parish approved in Portugal (earlier
and for some time simultaneously, there had been the celebrations of the Orthodox
Portuguese, who were not in communion with the local Orthodox churches, and
of ROCOR) and becoming the host base for the Orthodox communities (Ukrainian
Constantinople Patriarchate, Bulgarian, Romanian) that have gradually come to
make up the Portuguese Orthodox world, the parish included Orthodox people
of different nationalities and traditions, not numerically highlighting any of
them. The Portuguese priest Fr Alexander Bonito did not aim at the dominance of
Greek tradition; the then-psaltis Ivan Moody, being a professional musician who
knows well the styles of singing of Orthodox churches, harmoniously combined
polyphonic and monophonic material mainly from Greek, Russian, Serbian and
Bulgarian traditions, used both by churches in the countries and in the diaspora (it
was in this choir that my joint work with Father Ivan began); chants were selected
during a service depending on the nationality of those present. In addition to
the multi-ethnic musical profile of services, one more quality distinguishes Ivan
Moody’s work as a psaltis — his systematic activity in the translation of liturgical
texts and adaptation of chant repertoires from different languages church to
Portuguese — a language whose presence in the parish accorded with the number
of its representatives.

In 2007, the second Greek parish of the Patriarchate of Constantinople, that of
St John the Russian, was opened near Lisbon, its rector being Father Ivan Moody,
ordained in October of that year. The traditions of singing, laid down by him as a
psaltis of the first parish, continued and developed in the new parish — the kliros is
directed by his wife, a professional singer and viola da gamba player, and with the
participation of other musicians and musicologists.

The inclusion of musicologists among the members of the clergy and the choir
is another trait that makes the parish of St John Russian stand out against the
background of Orthodox communities in Portugal. Of the three, Fr Ivan Moody
and I represent Universidade Nova de Lisboa, and specifically its research unit
CESEM. The university offers a course, unique in Portugal, of studies in Orthodox
church music, which I created and have taught since 2011. Based on this discipline,
a chamber choir was formed that includes students, mostly Portuguese.

THE SCOPE OF THE PROJECT

The intersection of interests from three realities — liturgical, academic and scientific
— resulted in the creation of the project “Orthodox Chant in Portugal”. In this first
phase, research is carried out into the historical, patrological, iconographical,
sociological, stylistic and performance contexts (there follows an article which
elaborates on one of the parameters under study — that of the performance of
Orthodox repertoire in concerts in Portugal) through the performance, by the
Academic choir and the Pravoslava chamber choir, whose objective was to show
the richness and diversity of Orthodox music (among the members are Fr Ivan
Moody and me), through the creation of new repertoire, with particular emphasis
on the work of Fr Ivan Moody; through the preparation and publication of a
set of scores, with texts in Portuguese and/or in transliteration (From Greek or
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Slavonic) of the fixed parts of the Liturgy, Vespers and Matins, the Sunday
Octoechos and the propers for the most important feasts (what will be new in
these publications, in comparison with extant editorial practices, is the bringing
together of repertoires from the Churches of several countries and different
stylistic tendencies; a contribution on the research and practical employment of
the translated repertory may be found below), and through the liturgical use of the
repertoire being researched, performed in concert, prepared for publication and
composed: this initiative began in 2018 with Vespers celebrated by Fr Ivan Moody
with the choir of the parish of St John the Russian, Estoril (Ecumenical Patriarchate
of Constantinople), with the participation of the Pravoslava chamber choir.

The project involves various elements of Portuguese society — the academic
community (teachers, researchers and students at the Faculty of Social and Human
Sciences at the Universidade Nova in Lisbon and CESEM), members of parishes
(priests and singers from the Greek, Russian, Ukrainian, Romanian, Bulgarian and
Serbian churches in Lisbon), and also external collaboration with a researcher from
Athens and a graphic designer in London.
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In the few last decades, Christian music from Eastern Europe has been gaining a
prominent place on the Portuguese stage. It started to become more widespread at
the beginning of the millennium, which can be explained, in part, by the increase
in people coming to Portugal from countries such as Ukraine, Moldova, Romania
and Russia between 1991 and 2001, as documented by the National Institute of
Statistics. This significant migration trend resulted in a more diverse foreign
resident population.!

In 2001, Russian Music: A Feast was the theme for one of the most important
annual musical events in Portugal, the Dias da Musica (Days of Music) at Centro
Cultural de Belém in Lisbon. Located near the iconic point where ships departed to
cross the Atlantic for the Portuguese “Discoveries”, the Centro Cultural de Belém
is an arts complex with exhibition galleries, a conference centre, spaces for dance,
theatre and performing arts, restaurants, outdoor spaces, and a grand auditorium
for symphonic music and opera. Since 2002, it has been classified as a monument
of public interest. For Dias da Musica, La Folle Journée de Nantes, created by
René Martin, came to Lisbon, offering a thematic three-day programme with 132
concerts across the various spaces at the Centre. Choral music was particularly
significant. One of the choirs was the Drevnerusski Rospev choir from the Moscow

1 Instituto Nacional de Estatistica (INE), Censos 2001: resultados definitivos: XIV recenseamento geral
da populagdo: IV recenseamento geral da habitacao (Lisboa: I.N.E., 2001).
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Patriarchate, directed by Anatoly Gridenko. A small book entitled Russian Music:
A Brief Overview,” edited by Publico, one of Portugal’s daily newspapers, was
distributed. Chapter six, ‘A panorama of Russian sacred music’, was written by
Ivan Moody, Protopresbyter of the Greek Orthodox Church, and it introduced
music enthusiasts to the history of this repertoire. Given its visibility and status,
the festival became a key element in the dissemination of Russian sacred music.

In 2001, the first group dedicated to singing this repertoire in Portugal was
founded. The Pravoslava chamber choir, made up of musicians from various
Orthodox traditions, including Protopresbyter Ivan Moody and the musicologist
Svetlana Poliakova, aimed to show the richness and diversity of this type of
music. One of the group’s first concerts took place at Palacio Foz, a palace built
in the late 18th century in the historic centre of Lisbon, which has a regular music
programme, often with free entrance.

Embassies have also made an important contribution to the dissemination of
sacred music from eastern Europe, through organizing concerts to commemorate
key events, for example. At the invitation of the Bulgarian Embassy, the Ioann
Koukouzelis choir performed in Portugal under the direction of Dimitar Nikolov
Dimitrov, in 2011; and as part of the programme to celebrate Europe Day, the
Romanian male choir Theophania, formed of seventeen singers and directed by
Maestro Ciprian Para, gave the Portuguese public a rendition of Byzantine songs
in the Church of Madre de Deus and the Estrela Basilica, which are important
monuments in the Portuguese capital as well as being spaces of Christian worship.

More recently, in July 2019, the Georgian Embassy supported a concert by the
Batumi Ensemble (which had previously visited Portugal four times) to present
the country’s polyphonic singing, which is classified by UNESCO as an Oral and
Intangible Heritage of Humanity. The concert took place at the Pantedo Nacional
(National Pantheon), whose dome rises above the historic centre of Lisbon and
whose marble interior contains the tombs of luminaries who contributed to the
country’s political and cultural history.

The Russian Orthodox community in Portugal has formed special groups to
perform choral repertoire and has also, through the Pravoslava choir, promoted
the music beyond religious spaces. For example, the Choral Group of the Russian
Orthodox Church of Lisbon gave a concert of Russian polyphonic liturgical music
at the Assembly of the Republic in 2008. And international links have continued
for performances in religious spaces. For example, in 2017, the choir of the
Russian Orthodox Seminary in France was invited by the parish of the Orthodox
Church of Faro, in the south of Portugal, to participate in the evening liturgy and
its attendant vigils, and to give a concert of liturgical and popular songs in Faro
Cathedpral. This choir returned to Portugal the following year, giving two more
concerts, one of them at Lisbon Cathedral.

In 2017, Orthodox music was performed at the shrine of Fatima, an important
place of pilgrimage for Catholics from all over the world. The Lisbon Gregorian
Choir, directed by Armando Possante, and the Alpha Ensemble, directed by Ivan
Moody, gave a concert entitled “The Virgin Mary in the Latin Monodic Tradition
and the Orthodox Liturgy”, which inaugurated a concert series called the Cycle
of Sacred Music. The performance was an important bridge between Catholic
and Orthodox traditions.

2 Svetlana Poliakova et al., Muisica Russa: Um Breve Panorama (Lisboa: Pablico, Centro Cultural de
Belém, 2001).
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Christian music from Eastern Europe has had an increasing presence in
prestigious music venues and groups in Portugal. At the Casa da Musica in
Oporto, the main music venue in the north of Portugal, the programme for 2016
was dedicated to Russian music, with the title “Year of Russia”. It opened with
Rachmaninov’s All-Night Vigil, Op. 37, performed by the choir of the Casa da
Msica, directed by Paul Hillier. Music from Eastern Europe was also included in
a cycle called “Around the Baroque”, with a concert entitled “Celestial Powers”
showcasing music from the 16t and 17" centuries, including the polyphonic
work Today Christ Was Born in Bethlehem by Demestvenny and Three Sacred
Hymns by Alfred Schnittke, as well as works by Vassily Titov, Giuseppe Sarti,
Dmitry Bortniansky, Tchaikovsky and Stravinsky.

In Lisbon, the Calouste Gulbenkian Foundation, established by Calouste
Sarkis Gulbenkian, a philanthropist of Armenian origin, is key to the promotion
of culture and science in Portugal. The Foundation hosts the Gulbenkian Choir,
one of the most prestigious choirs in Portugal, which was founded more than
fifty years ago and has sung with renowned orchestras and distinguished
conductors from all over the world. 2018 was the 30t anniversary of the Music
Festival in Sao Roque, which promotes Portuguese performers through a series
of concerts, with affordable tickets, in the Church of Sao Roque, a Jesuit church
built in the 16t century, richly decorated with Mannerist and Baroque elements.
For the festival, the Gulbenkian Choir interpreted All-Night Vigil, Op. 37 by
Rachmaninov in an unprecedented way. The choir’s singing was interspersed
with improvisations on the organ, diverging from the Orthodox musical
tradition by including an instrument. However, this was not the only time
that Orthodox sacred music was included in the festival. In another edition, in
2012, the Capella Duriensis ensemble, known mainly for promoting Portuguese
sacred music under the direction of Jonathan Ayerst, performed music from the
Russian Orthodox Church.

It is also important to mention the work of academic choirs. The Romanos
Melodos Academic Choir came out of a course called Musics of the World -
Russian Choir Practices, part of the BA in Musicology at Nova University, Lisbon,
and taught by Professor Svetlana Poliakova. This choir has given concerts since
2012, both in Lisbon — in various churches and cultural institutions, such as the
Museum of Portuguese Music — and in other parts of the country, particularly
in the interior.

In 2018, as part of a project called Eastern Christian Singing in Portugal,
organized by the Centre for the Study of Sociology and Musical Aesthetics
(CESEM) at Nova University in Lisbon, the choir took part in a concert in
collaboration with Fr Ivan Moody and the parish choir of the parish of St John
the Russian of Estoril. In the summer of 2019, the Romanos Melodos choir gave
a joint concert with the Chamber Choir of the University of Lisbon; both choirs
sang key works of Orthodox sacred music and the Romanos Melodos choir
also sang some Byzantine monodic chants. That year the Chamber Choir of the
University of Lisbon included Orthodox works in several of its programmes,
alongside sacred music from Catholic and Protestant traditions.

It should be noted that the repertoire performed by Portuguese choirs
consists mainly of compositions from the second half of the 17t century onwards,
not only because they are a popular part of the history of European music, but
also because they are already in a notation accessible to Western non-specialist

329



JISOCM VoL. 4 (2), 327-330

performers. Although not all the concerts of Orthodox sacred music held in
Portugal are mentioned in this text, it can be seen that these repertoires have
become increasingly present. Both international and Portuguese choirs, well-
known and less well-known, have participated in this dissemination, performing
Eastern Christian music both in sacred spaces and in large concert halls. The
fact that these concerts are often free of charge has been an important aspect of
attracting a diverse audience.
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INTRODUCTION

This paper is integrated in a pioneering project with the objectives of creating an
overall panorama of the expressions of Orthodox chant in Portugal, in a plurality
of contexts, and of establishing specific strategies for future projects.

As in other countries of Western Europe, the establishment of Orthodox
parishes and the establishment of Orthodoxy as part of the religious expression
of Portugal has meant an increased need for theological and liturgical texts in
the language of the country. Several translation projects have been undertaken
over the years, usually with little coordination, so that there exist, for example,
a number of translations of the Divine Liturgy and other services in use by the
various jurisdictions represented.

The translation of the texts in this project is intended to be useful to the
Orthodox communities that celebrate in Portugal. It is undertaken through the
preparation and publication of a set of scores, with texts in Portuguese and/or in
transliteration from Greek or Slavonic) of the fixed parts of the Liturgy, Vespers
and Matins, the Sunday Octoechos and the propers for the most important feasts
(bringing together repertoires from the Churches of several countries and different
stylistic tendencies). In this particular context, even if the translation of the Word
is in accordance with the tradition of the Church and the faith it professes, the
work of adapting the vernacular text to the original melodies represents a time-
consuming and rigorous task.
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The current panorama relies on a multi-linguistic (Slavic, Greek, English,
Portuguese) and multi-alphabetical (Cyrillic, Greek, Latin) repertoire often
assembled through an amalgamation of annotated photocopies (sometimes of poor
quality) or manuscripts with different handwritings.

To change this panorama, I share in this paper some of our guidelines and
practical criteria for the musical adaptation of the original melodies to the Portuguese
translations.

With a special focus on musical texts, I also look briefly at the translation of
liturgical texts since the musical texts intend to respond to liturgical texts.

METHODOLOGY

A mixed methodology was adopted. In first place we chose the “Documentary
analysis” method,' which allowed us to obtain a solid description of a phenomenon?
starting with identification, selection, data collection and verification (research
heuristics). It also allowed the collection of interpretations in different written sources,
in traditional or digital formats, to give them meaning (hermeneutics of research),
with the purpose of developing empirical knowledge.’ Secondly, we adopted a
ethnographic, personally devised methodology in the sense that if “ethnography is
deeply personal and positioned, then it is also deeply subjective.”* This allowed us
to adopt a positivistic paradigm in which the investigators” experience and position
are a support base for their considered options and choices.

CONTEXT OF THE TRANSLATION OF PORTUGUESE TEXTS

The Word of God is the centre of Christian prayer and the primary reason why
Christians come together in community. This was how the first Christians, “who
were regulars in the teaching of the Apostles, in fraternal union, in the breaking of
bread and in prayers” (Acts 2, 42), joined in community. Just as they had been with
Jesus through reading (proclamation) (Lk 4, 16) and singing (Mt 26, 30), the Word
of God guarantees His presence among the faithful, just as He had promised his
disciples (Mt 18, 20).

The translation of the Word of God has been an old practice since the Jewish
traditions and “for over 2,300 years, Jews, as individuals or as committees, have
produced versions of the entire Hebrew Bible or only of the Torah in the vernacular
language of the major populations in which they resided.”” In fact, “the first
translations of the Bible, the Septuagint (from Hebrew into Greek) and the Targums
(from Hebrew into Aramaic), were prepared by Jews for Jews.”®

1 G.A.Bowen, “Document Analysis as a Qualitative Research Method,” Qualitative Research Journal 9, no.
2 (2009): 27-29.

2 R. Stake, The Art of Case Study Research (Thousand Oaks, CA: Sage, 1995); R. Yin, Estudo de Caso:
Planejamento e Métodos. 4.a. (Porto Alegre: Bookman, 2010).

3 Bowen, “Document analysis”, 27; J. Corbin and A. Strauss, Basics of Qualitative Research: Techniques and
Procedures for Developing Grounded Theory. 34 ed. (Thousand Oaks, CA: Sage, 2008).

4 Elizabeth Campbell and Luke Eric Lassiter, Doing Ethnography Today (Chichester: Wiley Blackwell,
2015).

5 Leonard ]. Greenspoon, “Jewish Bible Translations.” Last modified May 26, 2016. https://doi.
org/10.1093/0B0O/9780199840731-0129.

6 Ibid.
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Thus also the translation of liturgical texts into the Portuguese language had
the same origin: a practical sense that was “intended for use alongside the original
Hebrew rather than as a replacement for it” totally.”

Orthodox translations into Portuguese appear with the aim of being able to
celebrate the liturgy correctly, but not exclusively in Portuguese. The liturgy was
always intended to be celebrated in several languages. Thus, the translations do
not have the authority duality original versus explanatory/accessible vernacular
language, as in the old translations.® The polyglot dimension of the liturgy above all
responds and provides a sense of belonging to the ecclesiastical community that is
multicultural, multinational. Translation, by exegesis, by linguistic, theological and
pastoral study, is intended to have the same authority as any other language: the
authority of the Word of God.

For this reason, Fr Ivan Moody and Susana Moody started and have been working
on translating the liturgical texts in order to be able correctly to celebrate the Orthodox
liturgy in Portugal. This has resulted in some documents published by Ivan Moody
on his website, initially with the copyright of Greek Orthodox Church of Portugal, Parish
of St. Nektarios and St. Gregory V (Ecumenical Patriarchate of Constantinople), where
you can find the Portuguese translations of The Divine Liturgy of St John Chrysostom
(2001a), Sacrament of Marriage (2000), Mnimossinon (2001c), The Akdthistos Hymn and
Small Compline (2001b), Ascension Thursday, Divine Liturgy of St John Chrysostom (2002)
and Christmas Eve 24 December Great Vespers (from 25 December) (2001). One can also
tind the Office of the Triumph of Orthodoxy (2015) with the copyright of St. John the
Russian Orthodox Parish (Ecumenical Patriarchate of Constantinople), Estoril, Portugal.

We can also find some texts published on Fr Alexandre Bonito’s website: The
Divine Liturgy of St John Chrysostom, Christmas Eve 24 December Great Vespers (from 25
December), Sacrament of marriage and Mnimdssinon (Panikhida - Requiem).’

A quick search on online search engines'® quickly allows us to note the dispersion
of translations of prayers or liturgies, with different authorities and “backstage jobs”:

* Sperandio, André. Rito de Jerusalém — A Divina Liturgia de S. Tiago, Irmdo Do Senhor.
Edited by Joao Manuel Sperandio and Paulo Augusto Tamanini. Teresina: Editora
da Universidade Federal de Piaui, 2016."

e Igreja Ortodoxa Russa, Patriarcado de Moscou. “A Divina Liturgia — Liturgia Dos
Catecumenos.” Missdo Ortodoxa Da Protecdo Da Mde de Deus. 2016.1

* Thomaz, Luis Filipe. Missal Ortodoxo — Horas do Oficio Divino e Liturgia Eucaristica.
2019. Edited by Pedro Pruteanu. Associacao Lusortodoxia.

* Bishop Alexander [Mileant] (Russian Orthodox Church Abroad). “BoskecrsenHast
Autyprus — A Divina Liturgia.” Fatheralexander.Org. Last modified 1999.7

Although two of these entries correspond to translations for Brazil, the possibility of
finding translations from different sources in the Portuguese is clear.

7 Ibid.

8 Ibid.

9 Alexandre Bonito, “Textos Littrgicos Ortodoxos.” Accessed May 20, 2020. http://p035454545.planetaclix.
pt/Textos.html.

10 Research conducted at 21/05/2020 on Google with the Portuguese translation of the terms: “Portuguese
orthodox liturgical texts”.

11 https://www .ecclesia.com.br/biblioteca/liturgia/doc-pdf/a-liturgia-de-sao-tiago-pt3-.pdf.

12 https://protecaodamaededeus.org/files/Liturgia-site-03-2016.pdf.

13 http://www fatheralexander.org/booklets/portuguese/liturgy_russian_portuguese.htm.
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TRANSLATION FOR MUSICAL ADAPTATION

As is well known, Christian prayer is diverse, praying and singing words that come
from different sources: biblical sources and inspired sources. These are two different
situations that may require two different solutions. A conceptual doubt can be
raised in relation to textual sources: Since the chants convey words of biblical or
inspired origins, can the adaptation of the chant have different criteria of rigidity in
the words? Regardless of the criteria for the translation of liturgical texts, music has
its own criteria of translation and adaptation.

In the first place, the poetic dimension should be highlighted. Poetics can be
more or less present in the quality of the translation,. In everything it impels the
prayer to enter the mystery of prayer, the transcendence of beauty manifests itself
in the words and in the sound that resonates in the prayer. The Book of Psalms is a
clear case of a biblical source that has a poetic, musical, expressive and interpretive
nature that is so often explicit in the first verse of many psalms. This book clearly
requires that its translation be done “with art and with soul” (Ps 33, 3).'.

Let us compare the short psalm 131 (130), where the various translations make it
possible to understand the possible differences in the poetic dimension.

TABLE 1: TWO PORTUGUESE TRANSLATIONS OF PsALM 130 (131)

Divine Office according to the Roman Rite
(Secretariado Nacional de Liturgia 2016,
1181)

Joao Ferreira de Almeida’s Bible!® (2000,
631)

ISenhor, nao se eleva soberbo o meu co-
ragao,

nem se levantam altivos os meus olhos.
Nao ambiciono grandezas,

nem coisas superiores a mim.

?Antes fico sossegado e tranquilo,

como crianga ao colo da mae.

Espera, Israel, no Senhor,

agora e para sempre.

ISenhor, o meu coragao nao se elevou, nem
os meus olhos se levantaram: ndo me exer-
cito em grandes assuntos, nem em coisas
muito elevadas para mim.

Decerto fiz calar e sossegar a minha alma:
qual crianga desmamada para com sua
mae, tal ¢ a minha alma para comigo.
3Espere Israel no Senhor, desde agora e
para sempre.

For Portuguese readers, in the Catholic version for the Divine Office, the poetics of
this psalm is more involved in the affectionate and tender mystery of a maternal
lullaby for her child (Ps 131, 1: “Instead I am calm and peaceful, / as a child on his
mother’s lap”)'® compared to a translation that focuses on an attitude of obliging
oneself to silence and stillness (Ps 131, 1: “I certainly made my soul to be quiet and
settle down: like a child weaned from its mother, such is my soul towards me”)."”
Joao Ferreira de Almeida’s translation is perhaps more literal, conveying more the
idea of movement denial (Ps 131, 2: “I do not concern myself with great matters”)®

14 Translation from Secretariado Nacional de Liturgia, Oficio Divino Segundo o Rito Romano, 917.

15 “Joao Ferreira de Almeida, first Bible translator in Portuguese; he was born in 1628 in the small village
of Torre de Tavares, near Mangualde” and started translating the Bible at the age of 16 on the island of Java
Indonesia (Almeida 2000, i).

16 “Antes fico sossegado e tranquilo, / como crianga ao colo da mae” (Secretariado Nacional de Liturgia
2016, 1181).

17 “Decerto fiz calar e sossegar a minha alma: qual crianca desmamada para com sua mae, tal é a minha
alma para comigo” (Almeida 2000, 631).

18 “Nao me exercito em grandes assuntos” (Almeida 2000, 631).

334



JISOCM Vor. 4 (2), 331-343

instead of denying desires (Ps 131, 2: “I do not aim for greatness)”. Comparing these
two and more translations, one can realize that according to the music different
criteria can impose themselves, whether the melody is harsher or more caring.

Not only psalms, but also Old and New Testament chants, the apocalypses, the
poems of St Paul, the Magnificat and Benedictus, are wrapped in that poetic dimension
that elevates the prayer to contemplate God through the beauty of the sung Word.
Just as biblical sources, so inspired sources, such as the hymns, must express poetics.

Secondly, the texts themselves need some plasticity in modelling themselves to
the original melody, just as the original melody can be more or less flexible in the
way it is adapted to the translated text. In the context of this project, the processes
to facilitate the adaptation of Orthodox communities to the Portuguese language are
important, promoting the conservation of the original melody and arrangement as
much as possible, thus facilitating the choirs’ natural processes as described by James
Chater: “music must first be learned, then practiced and then prayed.”* Such process
will imply paying attention to the measures undertaken to adapt the text to the pre-
existing melodies already sung and prayed by the communities in Greek, Slavonic,
English or any other significant language in each community.

This practice is widely used in the chants of the Taizé Community. With an
Orthodox cultural and theological syncretism, some Orthodox chants can be found
in Taizé’s repertoire, such as Bogoroditse Dievo, Exomologisthe to Kyrio,** and others.
Jacques Berthier affirmed that “In [...] short pieces, the music is strongly tied to the
text, its thythmic structure and colour of the syllables. To change the text would, in
most cases, mean weakening the specific message of the music.”?? But Judith Kubicki
explains that the reality was different:

Different language groups who have visited Taizé or become acquainted with its music
have worked on “unofficial’ translations. These have been done with varying degrees
of expertise. As a result, greater efforts have been made to guarantee more careful
translations. The final results, however, are not literal translations and sometimes not
even dynamic equivalents. Rather, the same prayer sentiments are often expressed in
very different ways.?

The adaptation of the text to the melody must firstly respect the original melody and
its interpretative tradition so that the community when faced with the work can pray
it without a shock to their common practice. This rule is strongly observed in Taizé’s
translations, since the original melodies are unaltered in any official translation. For
our project, the original melody can be flexible with regard to the translated text.
In doing so, it must still fulfill musical and musicological criteria and respect the
original composition.

19 “Nao ambiciono grandezas” (Secretariado Nacional de Liturgia 2016, 1181).

20 James Chater, “Staying Awake at the Wheel, Some Thoughts on Arranging and Composing Orthodox
Church Music,” in The Traditions of the Orthodox Music (Joensuu: University of Joensuu & The International
Society for Orthodox Church Music, 2005), 66.

21 Taizé Community, “Bogoroditse Dievo 2 (boropoaurie Jeso).” Last modified 2015a. https://www. taize.
fr/spip.php?page=chant&song=1371&lang=en; “Exomologisthe to Kyrio.” Last modified 2015b. https://www.
taize.fr/spip.php?page=chant&song=4634&lang=pt.

22 Judith Marie Kubicki, Liturgical Music as Ritual Symbol: A Case Study of Jacques Berthier’s Taize Music
(Paris: Peeters Publishers, 1999), 85.
23 Kubicki, Litugical Music, 86.
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PRACTICAL QUESTIONS OF MUSICAL ADAPTATION

In general terms, the adaptation of the Portuguese text to the original metric results
in several different scenarios, with melodies whose textual correspondence can be
psalmodic, melismatic, neumatic or/and syllabic. We guided our adaptations by three
practical criteria: 1) matching the syllabic tonic to the melodic tonic, 2) recognizing
and maintaining the essential rhetoric and tradition of music and 3) preferring the
singability and diction of sounds of Portuguese pronunciation. The first and third are
general vocal music criteria.

As a proclaimed word that intends to be understood by those who proclaim
it and by those who hear it, a preference for the correspondence of the syllabic
tonic with the melodic tonic applies. This implies decision-making on a case-by-
case basis, melody to melody, since words as common as I'ocudas, Kvote, Senhor,
Lord e momuayii, eéAénoov, misericérdia, have mercy have different tones and can be
oxytones, paroxytones or proparoxytones. Even so, in the Portuguese tradition, as in
the others, some prayers have several variants with the same meaning, as is the case
of the example given where in a supplication it can be said as Senhor, misericérdia;
or Senhor, tende piedade; or Senhor, tende piedade de nés among many other pleas for
forgiveness that can be adapted to the liturgical occasion, such as: Perdoai-nos, Senhor
or Cristo, misericordia.

EXAMPLE 1: JUXTAPOSITION MARKED BY A LIGATURE OR UNDERSCORE UNDER THE TEXT?*

24

336

In any case, the
EU SOU 0 PAO VIVO @) i adaptation in the four syllabic
EU SOU O PAO VIVO (2) correspondences has‘ common
Com. features that can be identified
g g0 Adamerigop NN and registered according
G—% D s 5 B 5 Di“/‘rf' B 5 = D = to their methodologies. In
Eu sou o pdo vi-vo des-ci-do doCéu;quem de-le co- psalmodic  correspondence,
e, § 2 o o * 8 £ ¢ o the aim is to match the
— — T syllable tonic to the melodic
) . .
i e e e e s e e e tonic. The task is easy
R A A A A A B B A A since there is a great deal
mer vi - ve -rd e -ter-na- men- te: to-mar e CO - mel. Of freedom tO lengthen the
o e 5 £ £ 8 o & 8 e o .
e e s == recitation tone by the number
o of syllables necessary to make
Versiculos N . .
4 Ny this correspondence, and in
< p (P P each case, one can decide to
1. Meu Pai é quem vos dd o pao o  Céu. .. . .
2. Isto é o meu Corpo entre - - - gue %or . vés. make an ehSlOl’l/ aggIUtlnatlon
3. Se ndo comerdes a Carne do Fi - lho o homem, . sy
4. A minha Carne é verdadei- - - - ra co - mida, or a ]uxtaposmon Of some
5. Quem come a minha carne e be - be_o meu Sangue syllables to result in a speech—
6. O pdo de Deus € o que des - - - C do  Céu, : T .
s N L like pronunciation. This often
&= = 5 5 : Fiﬂ” happens in Catholic liturgical
1. S6 Eu posso dar 2 vi - da_ao mun - do. music, marked by a ligature
. é o célice d No - va.A - li - an - ¢a
T motrs o - daem ves or underscore under the text
4. 0 meu Sangue € verda - dei - ra be - bi - da. . Iy
5. permanece em Mim e Eu ne - le. fOI‘ a ]uxtaposmon (example
6. para dar a  vi-daao mun - do. 1) or an apostrophe for an

agglutination (example 2).

Carlos da Silva, Orar Cantando (Fatima: Secretariado Nacional de Liturgia, 2001), 111.
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EXAMPLE 2: AGGLUTINATION MARKED BY AN APOSTROPHE?

) ’ In the ~case of
A VOSSA DIREITA . B
melismatic chants, textual
A VOSSA DIREITA adaptation follows less
SR - Assunssio BVM free criteria, as there is
Refrao . .
T N — . a need to recite a fixed
o text with a fixed melody.
A Vos - sa di - rei-ta, Se-nhor, a Ra-i-nha do However the melismatic
7
n4 N \ \ ! N N | | | . .
e e e e e T e texture makes it possible
I I | . .
e oL p. to blend the syllabic tonic,
céu, or - na a do ou - ro mais fi - no. . -
with the melodic tones
" Salmo 44 . _ . standing out. However,
e IAY I ] . .
Ho—" : == the syllabic difference of
1. Ao vosso encontro vém filhas de reis, the translation, as is the
2. Ouve, filha, vé e presta_a — ten - cdo, case Of FOCHé b, Bo>1<e,
3. De tua beleza se enamo — ra_o Rei, Kf)QLS Senhor or LOI‘ d can
7 4
A & \ . . .
e — imply differences in the
) 7 . . .
1. a vossa direita, a rainha ornada comou - ro d'O - fir lnterpretatlon/ Wlth there
2. esquece o teu povo e a casa de teu pai. being a need to Separate
3. Ele € o teu Senhor, presta — lhe_ho - me - nagem. a melisma into two

syllables or to lengthen
two to a single syllable. Although some syllabic differences are decisive in the
characterization of the melisma, such joints or cuts are frequently necessary.

In neumatic chants, there are two different kinds of melodies: strophic neumatic
melodies, which apply to different phrases/hemistychiae and melodies that are not
repeated. In the strophic case, the adaptation of the text to those neumatic forms
becomes freer, with melodic formulas that are divided to incorporate more or fewer
syllables within the same number of notes, with the obligation to keep some sets of
notes without division for maintaining the interpretive and compositional tradition
of music.

In the adaptation of Blazhen Muzh, these cases are manifest: in example 3 we notice
that two notes are eliminated without changing the melody, because it is between
equal notes (the psalmodic-like case). Also in this example, the neumes where able to
maintain their original form. Contrarily, example 4 has the neume marked in blue cut
syllabically. This happens so that at the beginning of the verse only two notes need
to be added and the metrics of the word per-di-¢do that are short-short-long, do not
alter significantly as shown in example 5. The cutting of that neume also privileges
the syllabic tonic match to the last neume.

25 da Silva, Orar Cantando, 21.
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EXAMPLE 3: BLAZHEN MUZH “PSALMODIC” MELODY ADAPTATION. UNALTERED NEUMES?26

e — I
, T
TOAOBIHKS HAYRHALTE: ! e ——F—2—
EAd . =XtHA aSxxa.
Meguuii ANK3: = ——= =
H.xs ns #.as Ha so _ skva HE
| m— S —
E@ === =
TR . wxx Bean. 1\8 -1 . A
e ‘
e ——+——~—
Fe - liz - o hom em
- e — e [l e ;
.J'*""_ﬂ""'d’&-‘a' L P R e —
Que nio - se-guco-con - s Tho dos im - pios

Legend: O Removed note Unaltered neum

EXAMPLE 4: BLAZHEN MUZH “PSALMODIC” MELODY ADAPTATION. ALTERED NEUMES?”

5 — -
&-rogu‘u’ AHKB: : = === _lp—a‘——F—'L I
B nSre Ws_9s _ sTH . ENKR 0O .
oy - -
e P PP o]
h . 8 - '
FUE . S AETR AA_ AN _ A - - 4.
q‘g |I1 T t | —— F::| T t f | } 1';:_1 | T T 1
1 1 1 1 1 1 1 1 1 | 1 1 I I
5 Mas 0 ca-mi-nho dos - im - pios con-duz a per-di - | ¢do - - -
Legend: " Added note, Unaltered neum, [ Altered neum

26 O0ux00 00H020AOCHDIIL 14epKO6H020 0020CAYXKeOH020 nenus no Hanesy Baiaamckozo monacmuipa 1902, 4;
arrangement by the author.

27 O0ux00 00H020AOCHDIIL 14ePKO6H020 0020CAYXkeOH020 nenus no Hanesy Baiaamckozo monacmuipsa 1902, 4;
arrangement by the author.
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EXAMPLE 5: BLAZHEN MUZH “PSALMODIC” MELODY ADAPTATION. UNALTERED NEUMES.?8

—
—

N>
I}

N1
| I 1 | 1| - | o | M-

5 Mas o ca-mi-nho dos - im - pios con-duz a per-di - ¢do -

Versus

5 Mas o ca-mi-nho dos im-pios con - duz - a per-di - cdo

EXAMPLE 6: BOGORODITSE DEVO’S COMPARED ADAPTATIONS?2®

H | | [N N N AN BN PR (N TR SN [N (N N
P4 ! 1 1 =l 1 1 1 | 1 1 1
> r— r—
Jr 1 I I I J' 1 1 T J; 1
Bo-%o-rél - di -tse De- vo, ra- duy- sia, Bla - go - dat - na_- ya a - ri - ye
A - Te-grai - vos, 0 Vir-gem, Mae d¢ Deus, Ma-ria -a chei-a de gra-q¢a
A - le - gra-ted Vir-gem, Miec de Deus, Ma-ria -a chei-a de gra-ca
3 /’-\ p—
| I | i ] I | B I | |
1 Il i | 1 1 i 1 1
e e e
; 1 1 ; | _d | 1]
ol [ e =l T 1 T T [ 1
Gho - sﬁ - sTo - bo - yu Bla | - go-slo-ven-n Ti - vzhe - nah
0] Se - n - € con-vosco Ben - di - ta sois vos en - treas mu - lheres
(0] Se - nhor - € con - tigo Ben - di-taés tu en - trcas mu - lheres

e Py .
o & 1
2 e R oo oo 32 :
- vén - Pll’ad - chré - va 'll: - ye 20
fru to do YO - 550 ven - tre e - sus
fru to do few ven - tre Je - sus
6 —
/_-_-""-\
H . i | | ~ 1 | | | |
I I 1 1 g I I 1 |
Mﬁj = | 0]
= L8]
AT | _4 1 _____! -y i |
oJ [ T — 1 I [ I | I
a - ko %pa - sa ro - di - la ye si dush__  nda - shih
ois de 05 - nas - cmo— no - sso sal - va - dor
Pois de Ti - nas - ceuo - no - sso  sal - va - dor

Legend: " Added note

EXAMPLE 7: BOGORODITSE DEVO’S MATCHING OF SYLLABLE TONIC TO MELODIC TONIC VERSIONS3?

28 O06ux00 00H020A0CHDLI UepK06H020 0020CAYXKeOH020 nerus no Hanesy Baraamcxozo monacmuips 1902, 4;
arrangement by the author.

29 Arrangement by the author.

30 Arrangement by the author.
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' I

I 1
R
Fo=]

Version 1 —
1 -
e | |
0  Se - nhor - €  con - tigo
Versus
2 ]
A | | /T\s = ; | |
| === ]
Version 2 , P — = = o9 ’ e i
e | |WI B I
S

Version 3

Version 3a

As to respect for musical tradition, a clear example is Bogordditse Devo™. At the
words Gho-spdd-s To-bo-yu the words O Se-nhor é con-ti-go have two extra syllables
[Music example 6]. Whilst one of them can be easily introduced in the first neume/
two notes, the seventh extra syllable could be also not considered, since they are
poetic syllables and the tonic is contigo. Alas, this does not coincide with the melodic
tonic (example 7 — Version 1), and thus one has to add another note to make B the
melodic tonic. In this case, a triplet could still make the G-G-A respect the original
melodic timing and give a very smooth and practical pronunciation (Version 2).
But the division of the unitary note does not correspond to the repertoire of the
Ascension Monastery of the Moscow Kremlin's tradition, which leads us to choose
Version 3a.

Even with these practical criteria, adaptation must show some plasticity
according to the investigator’s position and experience. An example may be seen
where I personally prefer not to respect the tonic’s concordance (Version 2) but
respect the rhythm of the original melody instead (Version 1) in Bogordditse Devo’s
word Maria (example 8). This practice is not uncommon, since it happens often in
Catholic hymns where the strophic melody overlaps the syllabic tonic (example 9).

31 The version considered is traditionally attributed to the repertoire of the Ascension Monastery of the
Moscow Kremlin founded in the 14th century and destroyed in 1929.
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EXAMPLE 8: BOGORODITSE DEVO’S CRITERIA’S ADAPTABILITY3?

H | ] | | | | l | | ! | L1 I l | |
| 1 1 1 1 1 {
ﬁ — r— = -1  — H:EI- |
e 1~ [' | |’ | l’ | I' 1 I l’ | I | |' | |
A - le - gra-te 6 Vir-gem, Mic de Deus, Ma-ri -a chei-a de gra-ga
Versus
H | | | [ | [ | | | e~ | [ A I N
1| 1 1 1 I I I It I |
————2g 3o 37 3 -+ 5
J I~ A A B A O I R A
A - le - gra-ted Vir-gem, Mie de Deus, Ma - ria chei - a de gra-ca

EXAMPLE 9: NO SYLLABIC TONIC CORRESPONDENCE WITH MELODIC TONIC IN STROPHIC CHANTS33

Sabedoria infinita

- 3 e =
Bd-be-do-ria in-fi - ni - ta, Vin-de jid ao nos-so

4
mi - nho da sal-va - G@8 e da gra - gqa.

3. -que sois luz infinita, / Vinde ja a0 nosso mundo
[luminar a cegueira / Para verfifi@§ o caminho.

4. Palavra do amor de Deus, / Vinde ja ao nosso mundo.
Nascei, Senhor, na minh” alma. / E ficai [pff todo o sempre.

Legend: m Melodictonic1, Melodictonic2, M Melodictonic3, __ Syllabictonic

CONCLUSION

The modern context allows us to notice that there are several versions of Portuguese
liturgical texts and the texts of some chants. Relying on good translations, we can
advance to the adaptation of the chants. The three practical criteria we adopted are
strong guidelines that allow us to obtain good musical results. The exceptions and
particularities that arise in each chant must be approached case-by-case. In each

32 Arrangement by the author.
33 Liturgia Das Horas, Edi¢do Para Canto 2003, 11:16-17.
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case these criteria, original melody and text must present some plasticity so that
adaptation is the best possible. We also recognize that the adaptations are constructed
in a laboratory environment and only after taking them to the communities and the
choirs can we become fully aware of some aspects of each work.

Although these tasks are not a novelty and have been undertaken for a long time
by many people, the repertoire needs a compilation, transliteration and translation
of good quality and reliable editions for publication and dissemination throughout
Portuguese Orthodox communities. This project will be able to provide them.
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The subject of this paper is the contents of
a bulky manuscript discovered in a private
collection three years ago (2017)." (Figure 1) It
is a beautiful manuscript of 767 pages written
in two hands. The first hand belongs to Yangos
(Ioannis) Kavadas, 1¢ Chanter of Chios (mid-
19* century — 1897),> who wrote pages 1-549.
(Figure 2)

The second hand, which wrote pages 550-
710, belongs to his student Antonios Malleas, a
chanter, calligrapher and bookbinder.? (Figure 3)
Thus the manuscript is divided into two distinct
parts based on their scribes; as we shall see, the
two parts also differ in their contents.
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Figure 1. Musical Manuscript
“Apanthisma-Leimonarion”

1 The owner of the collection kindly asked not to be named. A digital copy of this manuscript is found
in my digital archive of musical manuscripts.

2 Concerning Yangos Kavadas, see Michael Stroumpakeés, “H dwaokaAio g €xkAnoxotikng
pulavtivig povoikng ot Xio kata ) didokelx tov 190v aiwva.” In IMpaxtika Xvvedpiov: EAAnvika
Totopixa Exmatdbevtipia oty Meodyeto amo v dpyaotnta péxpr onuepa Xiog 18-21/10/2001, edited by
TaocovAa MavdaAa (AOnva: Yrovpyeio Iawelag, "Eoevvag kat Ognorevpdtwv-Tevir F'oappateio Awx
Plov pabnonge kat Néag I'eviag, 2002), 346-362 & idem, “Zntiuata peAomolag Kat onpeloyoadiag oto
£oyo tov INowtoaAtn Xiov Twdvvn KaBada (1817-1899), BeAAa Erwotnuovikn Enetnpida no. 8 (B', 2017):
889-906.

3 Malleas was born in the mid-19th century and died in 1936, donating to the Koraés Central Library
of Chios a good number of manuscripts containing pieces set to music by his teacher Yangos Kavadas,
himself or others. A detailed description of these manuscripts (no 2024, MB 1, MB 8, MB 9, MB 11, MB 16 &
MB 17) can be found in the forthcoming edition of the Descriptive Catalogue of Musical Manuscripts of the
Chios Library ‘Koraés’; see Michael Stroumpakes, Xetpoypapa tnc YaAtikne Téxvne. Xioc. A" AvaAvtixog
ITeptypapikoc Katadoyoc twv Xewpoypadpwv tne YaAtikne Téxvne tne Anuooiac Kevtpikne Totopikne
BipAioOnxnc Xiov ‘Kopanc’ (HodaxAewov: 2020), 395-406, 408-471.

344



https://journal.fi/jisocm
mailto:m.stroumbakis@gmail.com

LR e o

0y
'
Ta ats Nevpeovagroy,

YZ“Q':" /,'_ua}';‘r.ﬁ ik, Sorfer

T

) ’X""'
E Ouzobeors, 20,

TS ' g / A5, R s
E 6V 0673, Uty Qc&ogx) ’_\Ymtg&n LDV ngun§v
| e Y e, o
| <% My, = “ ISPjA mu\r{%,lﬁ‘.]{a/%nquus Qe Jd
i 2

7 b < hd

Gy oy Genugivor.

Dole, 5%, A6 Fa.

~
-

NN e 2= N~ b-
—_—— e T e e Y

~

. .

~~

o N S &

LR N ]

- 3 -~ ==
e R b

< 0% e~ <

~
~ N

Fo—

@e

. Z 2
| i RS SR 57 11 ¢ oS SRR

-
| <~ - PR e
Q\“\‘\\\l—"—;

3 ey S o @y

L e

o

Figure 2: The part of “Leimonarion” written by

Kavadas

T e Qe mvYu om m onr
-~ ~ =
SR e e
2 %

Co6

JISOCM VoL. 4 (2), 344-370

—

s

JEorrvayixo (/}/‘()’1741/,7 5
7 & PLE TP

Lo
i 9
L Ca Gozar G 75,

=T -= = -
- N r\i\.\

v
R TR RN

a b JESEE, N
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The title on the back of the book contains the word “Apanthisma” (Bloom), referring
to many fragrant flowers. Metaphorically it means a florilegium of the best hymns
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Figure 4: The title of the 1% part

|

and compositions. The first part of the
manuscript, by Yangos Kavadas, is entitled
by the scribe “Leimonarion. Triodion.
Pentecostarion. And various other works.
By LM. Kavadas, first chanter of Chios”.
(Figure 4) On the next page, the codex note
leaves no doubt as to the creator of the
compositions included: “The Doxastika
and various other hymns which are
included in the ‘Leimonarion’, as well as
the Cheroubikon and the works contained
in this book, were accented and written by
the music master Yangos M. Kavadas, from
the village of Chalkios in Kampos, and first
chanter of the Holy Metropolis of Chios.”
The manuscript was written and dedicated
“To the eternal memory of my friend, Mr
Nikolaos the Chanter, in proof of cordial
love and friendship”. Finally, Kavadas
states the exact date of completion of the
work, 17 December 1887, followed by his
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seal. (Figure 5) The second part, written by Antonios Malleas, includes compositions
by Yangos Kavadas and can be regarded as complementary to the first part since
it contains Doxastikon as well as other pieces for Vespers, Matins and the Divine
Liturgy. The fact that the second part is a supplement to the first is stated in the
note on page 564: “Supplementary Appendix of Ecclesiastical Music Courses,
composed by Ioannis Kavadas, first Chanter of Chios.” The text continues in French:
“Par main Ant. Malleas” (by the hand of Antonios Malleas) and is dated 4™ April
1901. (Figure 6) In its original form, the manuscript consisted only of the section
by Yangos Kavadas. Later, after it had come into the possession of the calligrapher
and bookbinder Antonios Malleas, it was bound together with his manuscript.
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Figure 5: The detailed note of the 1% part Figure 6: The title of the 2™ part by
Antonios Malleas

It is important to say that this manuscript is the only one known by Kavadas
to contain the main subject-matter of Part I, the Doxastikon of the Leimonarion.*
The word “Leimonarion” is repeated at the end of page 196, where Kavadas writes:
“End of the works included in the Leimonarion. [written] By the hand of Kavadas.
First Chanter of Chios”. According to the above note, as well as the aforementioned
title note of the manuscript, the liturgical texts come from the Leimonarion.

But what is the Leimonarion mentioned above and what makes it so important
to us? If we consult Démetrakos’s dictionary, the word Aeuwv (leimon) means
a flowering, verdant place, while the diminutive “leimonarion” means a small
meadow. In ecclesiastical language, a “Leimonarion” is a monastic book of lives of
the ascetics which also contains various other narratives and proverbs.’

4 On the other hand, the other melodies of Part I are found in at least three or four manuscripts by the
same author, Yangos Kavadas. A detailed list of compositions and manuscripts of Yangos Kavadas is to be
prepared for a monograph concerning his life and work

5 Cf. Démeétrios Demeétrakos, Méya Ae&ikov 6Anc tnc EAAnvixne F'Awoonc. Anuotixn/KaOapevovoal
Meoawwvikn/MetayeveotépalApxaia. Vol. H' (AOnvau: Exdooeic AOMH A.E,, x.x.), 4283.
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Figure 7: Neon Leimonarion 1819, the frontispiece of the edition

In 1819 the New Leimonarion was published in Venice by St Nikephoros of Chios.®
(Figure 7) According to the frontispiece, the New Leimonarion includes “old and
new ordeals and lives of saints”. In other words, it includes the lives of recent
saints of the Church and narratives of wonders and miracles (mainly from the 15™
century onwards) and of more recent, newly revealed martyrs. Recent martyrs are

6 Nichéphoros of Chios, ed., Néov Aciuwvapiov nepiéxov Maptopia nadawy kal véa xal Biove
oolwv dtwva éovvaxOnoav mapd tov dotdipov Mntpomolitov Ayiov KopivBov Kvpiov Maxapiov Notapa.
Oic mpooetéOnoav kai ta tov Tpwwdiov xal Ilevinkootapiov Xvvaldpia, petappacOévia mapa Tov
ZogpoAoyiwtatov Abaokadov Kvpiov ABavaciov tov Iapiov. I1poc tovToic kal dopatikal AxkodovOiar ic
otapopove Neouaptvpac pidonovnOeioar mapa tov Iavooiodoyiwtatov Kvpiov Nixkngopov tov Xiov. Nov
nPWTOV TUTOLC AauTtpoic éxdoOev Ot prAotTipov damdavne Twv TIHwTATWY GLtAoxpioTwy Zvvdpountwy Twv
&v T téAel ¢ BifAov ovouaoti kataypagéviwy, gic kowny anavtwy Twv 0p0060Ewv wpédeiav (Bevetioa:
ntapa Iave Oeodooiov 1@ €€ Twavvivwv, 1819).
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the so-called Neomartyrs
(New Martyrs), who suf-
fered martyrdom because
of their persistence in the
Orthodox faith, notably dur-
ing the Ottoman occupation.
They were called Neomar-
tyrs in contrast to the mar-
tyrs of the early Christian
centuries.” The book also
includes services of newly
revealed saints and martyrs
composed by St Nikephoros.
Moreover, on account of the
publisher’s own Chian ori-
gins, the second part of the
book includes the services

Ev q,(:mya}’kga/'ﬂwgeﬁﬁ psm ™ Marderos dvip ,sis 70 Kiere éxénpaba isdiuey
Zrix. ¢’ ' ro0 Mlwadov, 4oy w mapdv 3. Tpowdpia wg Agiac.

and the lives of saints who
are particularly honoured on
Chios, especially those who
suffered martyrdom dur-
ing the Turkish occupation.®
(Figure 8)
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Hiomeities i had preceded the publication
of the 1819 New Leimonarion.
(Figure 9) This was the
Neon Martyrologion by St
Nikodemos the Hagiorite,’

7 Concerning the Neomartyrs, see Chrysostomos Papadopoulos, Oi veoudptvpec (AOrjva: Exdooeig
TAvog, 1970). Apostolos Bakalopoulos, “Neopdotuoec-dywviotéc g miotews kai e €AevOegiac.” In
Totopia Tov Néov EAAnviopov. Tovpkokpartia 1453-1669 (Becgoalovikn, 1976), 235-242. Joannés Chatziphotes,
Ot véour aytor tnc OpBOodo&iac (AOMva: ITaveAAviog ‘Ouidog yix v Iapddoon g Pwpioovvng, 1990).
Stylianos Papadopoulos, Oi veoudptvpeg kai to dovAov yévoc (AONvar: AmootoAkt) Atacovia e ExkAnotag
¢ EAAGDOG, 1991). Ioannes Perantones, Aeéiko twv Neopaptopwy. Vol. 1-3 (A0 var: AmootoAn Awcovia
¢ ‘ExxkAnoiag ¢ ‘EAAGdoG, 1994). Basileios Pseftogkas, “ABavaciov tov Iagiov pia avédotn émiotoAn
Yt TV AvAyvoeLoT TV veouatuowv Avyiwv.” In Kaipoc. Téuoc tiuntikoc otov Ouotiuo KaOnyntn
Aapiavo A0. Adiko (Oeooalovikn: Agiototédeio Tlavemomiuo Oeooadovikng. OeoAoykr) LXoAN.
Tunua Oeoloyiag, 1995), 337-352. Chrestos Krikonés, “Nucodnpoc 6 Aytogeitng meot Twv Neopagtvowv.”
In Ipaxtika Zvvedpiov: H Ocooatovikn ¢ xkévipo OpOodéov Ocoloyiac (BeooaAovikr, 2000) 97-105.
Idem, “OpoAoyococ-XQIOTOKEVTOIKOG XAQAKTIOAS TV HAQTUOLWV TV Neopaotvowv.” In EAAnvec
Neouaprtvpec 1453-1821. Ilpaxtikd A" Zvvedpiov yia tovs Aytovs Neoudptvpec (1443-1821) (AOrjva: TowwTik)
"Exdoon, x.x.), 69-83. Giorgos Tzedopoulos, “’EOvikt) OpoAoyia kai cuppoAt) otnv EAA&da tov 190v aiwva.
Ot é0vouaptuoes.” Mvijuwv no. 24, 2 (2002): 107-143. Demetrios Constantelos, “Altruistic Suicide or Altruistic
Martyrdom? Christian Greek Orthodox Neomartyrs: A Case Study,” Archives of Suicide Research no. 8, 1 (2004):
57-71. Nikos Svoronos, To EAAnviko éOvoc: I'éveon kai dtapdpdpwan tov véov EAAnviopov (ABrva: IIoAwg, 2004),
83, 84. Daniel Pourtsoukles, Awwy ol kata tne ExkAnciac (AOva: AmtootoAwucr) Aixxovia ¢ ExkAnoiag g
‘EAAGDOG, 2018).

8 The New Leimonarion is divided into two parts following separate page numbering. The first part is
numbered from 1-328 and the second one from 1-152. The frontispiece of the second part (p. 1 of the 2nd part)
starts with the description of the contents: “Neon Leimonarion. It contains all that is included in the whole year
according to the Feasts referring to Chios. This is on account of the urging of the people of Chios people. That is
done for everyone who wants to divide the book into two parts to use easily the Feasts of the Chios Saints and
their biographies”.

9 Nikodemos Hagioreite, ed. Néov MaptvpoAdyiov fitoL uaptopia T@v veopavwy UapTupwy TV UETA
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Figure 9: Neon Martyrologion 1799, the 15t page

which includes the martyrdom and services of newly revealed Saints, and in which
Nikephoros (then a deacon) participated as a composer of services."

The reason for publishing such books is obvious: the honour accorded to
the Neomartyrs by the people of the Church is consolidated and expressed in
the commemoration of their sacrifice through the eucharistic synaxis; therefore
composing and editing Services in their honour is a necessary task. We should
also add that the feast days of the newly revealed Saints and martyrs have a local
colour relating to their place of origin or athlesis, and that they are not celebrated
throughout the Orthodox Church. Furthermore, some of the newly revealed saints,
precisely because their honour derives from the local community, are honoured
as saints without having been officially canonized by an ecclesiastical act. On the
other hand, we see that the Greek Menaia of the Orthodox Church, even after
their reworking by Bartholomy Koutloumousianos of Imbros (1843)," do not
include any service for newly revealed Saints, nor are any such mentioned in the
Synaxarion of the Day.

v Adwo 116 Kovotavtivovnodews kata dtadopove katpove kal TOTovS Haptvpnodvtiwv. Zvvtay0évta
&Kk draopwy ovyypadéwy kal uet> émpedeiac 0t mAeiotne dtopbwbévta. Kai ovv Ocw vov TpaTov TUTOLS
Ex000évTa, O oLVOPOUNC PLAOX pioTWY KAl PLAOUAPTVPWY X PLOTIAVOV T@V EV TN EDpOT TIpay HATEVOLUEVWY.
Eic xowvny t@v OpOodééwv wpéAeiav (Evetinow: Iapa NikoAdaw F'Avket 1o €€ Twavvivwv, 1799).

10 Cf. Nikodemos Hagioreite, ed. Néov MaptvpoAdyov, 178-202.

11 Concerning Bartholomy Koutloumousianos see the dissertation, Démétrios Stratés, BapOoAouaioc
KovtAovuovoiavéc (1772-1851). Boypadia-Epyoypadia. Awotogucr AatotBr] (BeoAoyucny ZxoAr). Tunpa
Beoloyiag, AgiototéAeto Tavemotiuo Oecoatovikng, Oecoatovikn, 1999).
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At the same time, the publication, intended to cover the liturgical gaps, of
individual services of Neomartyrs as well as of other earlier Saints whose services
in the Greek Menaia were incomplete, is observed from the 18" century' and
continues into the 19" century.?
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Figure 10: Acolouthia of St George of Chios the New Figure 11: New Leimonarion 1855, the
Martyr 1848, the frontispiece of the edition frontispiece of the edition

The New Leimonarion was republished in 1855 in three volumes,'* enriched with
other services not present in the first edition of 1819. (Figure 11) The publisher
Zacharias Karallis of Tinos, included some more Services, in addition to the those
composed by St Nikephoros, because, as he writes in the frontispiece of the first
volume, he “came upon the remembrances of many Saints but did not have the
appropriate sung services to praise the saints martyred for love of Christ”."”

12 Cf. Nikolaos Kyrkos, AxoAovOia tov Ayiov Neoudaptvpoc NikoAdov tov éx Koune MetCopov kal év
Tpixkn paptvpnoavtoc, paAlouévn tn IZ' tov Maiov unvoc. ZvvteOeioa uev mapda tov Aoyiwtatov Kvpiov
NixoAdov Kvprov aitioer 100 PprAdoxpiotov Aaov. Nov o6& devtepov Tonols éxdoOcioa kal eT> émpuedeiag
opOwOeioa (Evetinow: Iagdk Avtwvio 1@ BogyoAl Con licenza de superiori, 1771)

13 An example of this which concerns the Neomartyrs of Chios is the case of the Holy Neomartyr
Georgios of Chios (martyred in Cydonies in Asia Minor) whose service was published in Syros in 1848, cf.
E. Tympamboglou, Ed., AxodovOia Awouatixn kai Eyxouov tov év Ayiowc Ilatpoc fuwv Neoudptvpog
T'ewpyiov XiomoAitov tov Oavuatovpyov tov &v T1 oder ¢ Kvdwviac paptvpnoavtoc. EpavicOcioa kai
éxooOeioa Oro E. I1. TopumnavoyAov tov éx Kvdwviac. Eic xownv twv Movaxwv kal navtwv tov OpOoddéwy
Naixaov Xpotiavov wdpédeiav (Ev EopovmoAet Zogov: Ex g Tumoyoad. N. Bagovton, 1848). (Figure 10)
14 The first volume was edited in 1855, the second in 1856 and the third one year later, in 1857.

15 Cf. Zacharias Karalles, Actuwvapiov Néov mepiéxov Neouaptopawv kal Oclwv AxodovOiac xai
TOVC Plove avT@y, altvec ovvetaxOnoav napa Tov dotdipov Mntponoditov Ayiov KopivBov Kvpiov Kvpiov
Maxapiov Notapa €ic 0 éumeptéxovtar oxt puovov ai moté GpiAonovnOeioar Atopatikal AxkoAovOial dtadpopwv
Ogtoveouaptvpwv napa tov Ilavosiodoyiwtatov Kvpiov Kvpiov Nikndopov tov Xiov dAda xai dAAag
Xapw twv ovvdpountwv pov kal twv anaviayov Opbodoswv Xpiotiavev kabwc éotiv 1) Tov Ayiov Tepou.
EAevOepiov AxoAovOia, twv Mvptndiwv, tov Ociov XtvAiavov tov IaudAaywvoc, kaitor O damdvng
Twv ovvopountwv Kai éuov tov Exdotov Zay. K. KapaAAn Tnviov. 2 ed. Vol. A" (Ev EgupovmdAer Exk g
twnoyoadiog ITavAov Hoalov, 1855).
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Later, in 1873, another edition
of the New LeimoOnarion came to
light, this time published in Athens
and authorized by the Holy Synod
of the Church of Greece.'®

This is the second edition of
the New Leimonarion of 1819, with
a chronological rearrangement
of the contents starting from
January. (Figure 12) An important
discovery in this second edition is
not only the chronological listing
of the services in order to facilitate
liturgical use, but especially what
we read in the List of Subscribers,
which  comes from  Chios:
“His Eminence  Metropolitan
Gregorios of Chios to his clergy,
200 books”.' (Figure 13) This
indicates that the Metropolitan
of Chios actively encouraged the
clergy of his diocese to honour
the New Martyrs as well as the
other local Saints. Therefore we
see that Metropolitan Gregorios
introduced feasts to public
worship which had not hitherto
been included in the official Greek
liturgical Menaia.

In order to understand
the significance of the musical
composition of the doxastikon,
before referring to the musical
structure of the works, a more
detailed analysis must be provided
of a) the contents of the manuscript
and b) the printed books published
before the date the works from
which the liturgical texts of the
idiomelon doxastikon derive were
set to music.
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Figure 12: New Leimonarion 1873, the frontispiece of
the edition

16 Cf. Nikolaos Rousopoulos, ed., Néov Acipwvapiov mepiéxov Maptopia nadaid kal véa xal
Biovg doiwv cvAAexOévta mapa tov dotdipov Mntporoditov Ayiov KopivBov Kvpiov Maxapiov Notapa,
oic mpooeteOnoav kai t@ tov Tpwdiov kai Ilevinkootapiov Xvvalapia, petadpacOévia mapda Tov
Xopodoyiwtdatov Adackalov Kvpiov Nikndopov tov Xiov. Ilpawtov TvTolc ékoo0év év Bevetia o 1819, vov
0¢ 10 devTEpOV &V AOnvaig érupedeia kal dartavn NixoAdov PovoortovAov. Eykpioet tnc Tepac Zvvédov tng
ExxAnoiac tnc EAAddog, eic kowvny anavtwv tov OpOoddéwv Xprotiavov wdpédeiav (Ev ABrvaic: Ex tov
Tuvnoyoadeiov NikoAdov PovoorovAov, 1873).

17 Cf. Nikolaos Rousopoulos, ed., Néov Aeipwvaprov, 570.
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Figure 13: New Leimonarion 1855, the page

As far as the more detailed presentation of Part I of the manuscript Leimonarion
is concerned, we can say that the idiomelon doxastikon of the Vespers, the aposticha
and the praises of 27 feast days are recorded on pages 1-196. A full list of the feasts
is given in the table below:

TABLE OF FEASTS

Feast Date Saint’s Day MS page | Recorded in printed editions and
other manuscripts

20 October Gerasimos the New 1-8 Leimonarion Neon 1855, Neon
Leimonarion 1873

26 November | Georgios of Chios 8-14 Neon Leimonarion 1819, Leimona-
rion Neon 1855, Neon Leimonarion
1873

17 December | Dionysius of Aegina 14-23 Leimonarion Neon 1855

352




JISOCM Vor. 4 (2), 344-370

26 November | Stylianos of Paphlago- | 23-31 Leimonarion Neon 1855
nia
24 September | Panagia Myrtidiotis- 31-39 Leimonarion Neon 1855
sa (Our Lady of the
Myrtles)
15 December | Hieromartyr Eleuthe- | 40-49 Leimonarion Neon 1855
rios
14 November | Konstantinos of Hydra | 50-58 Leimonarion Neon 1855
16 August St Mandelion 58-63 Leimonarion Neon 1855
23 March St Luke the New 63-68 Leimonarion Neon 1855, Neon
Leimonarion 1873
23 April Lazarus the New 68-75 1855, 1873
Martyr
14 May St Isidore 75-80 Neon Leimonarion 1819, Leimona-
rion Neon 1855, Neon Leimonarion
1873
2 December St Myrope 80-88 Neon Leimonarion 1819, Leimona-
rion Neon 1855
22 July St Marcella 88-96 Neon Leimonarion 1819, Leimona-
rion Neon 1855, Neon Leimonarion
1873
7 July St Kyriake 96-103 | Individual Publication
26 July St Paraskeve 103-109 | Individual Publication
13 December | St Lucia the Virgin- 109-115 | Individual Publication
Martyr
9 July Cyril of Alexandria 115-125 | Individual Publication
20 October St Artemius 125-134 | Individual Publication
30 January Discovery of the Pana- | 134-139 | Individual Publication
gia Evangelistria Icon
in Tenos
9 May Translation of the re- | 139-149 | Individual Publication
lics of St Nicholaos
19 December | St Modestus 149-157 | Individual Publication
15 July Discovery of the head |157-161 | Neon Leimonarion 1819, Leimona-
of St Matrona of Chios rion Neon 1855, Neon Leimonarion
1873
5 July Great Martyr Markus | 161-168 | Neon Leimonarion 1819, Leimona-
the New rion Neon 1855, Neon Leimonarion
1873
3 December St Angeles the New 168-174 | Neon Leimonarion 1819, Leimona-
Martyr rion Neon 1855, Neon Leimonarion
1873
1 February St Tryphon 174-183 | Individual Publication
Every date Service for any New 183-187 | Neon Leimonarion 1819, Leimona-

Martyr

rion Neon 1855, Neon Leimonarion
1873
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20 October St Matrona 187-196 | Neon Leimonarion 1819, Leimona-
rion Neon 1855, Neon Leimonarion
1873

The feasts can be classified in 7 categories:

e 1 category: Services of New Martyrs who are not related to Chios.

e 2" category: Services of New Martyrs who are honoured on Chios.

e 3" category: Services of newly revealed Saints and holy men (honoured on
Chios and elsewhere).

e 4™ category: Services of earlier Saints who are especially honoured on
Chios.

e 5™ category: Services of earlier Saints of global fame and honour.

e 6™ category: Services commemorating wondrous events, such as the
discovery of miraculous icons and relics, particularly honoured on Chios.

e 7™ category: General Services (lacking specific references, e.g. to a New
Martyr).

The generalization of the honouring of certain local and non-local earlier and later
holy Martyrs and Saints on Chios explains the setting to music of the doxastikon of
the New Leimonarion by Yangos Kavadas. The successful execution of the services
inevitably requires the appropriate musical texts, which I present in this paper.
These number approximately 100 doxastika and idiomela. They are written using
the New Method. We could say that their composition is based on the genre of the
New Sticherarion.”? However, their composition presents a particularity. Regarding
the notation, Ioannis Kavadas writes down the small variations of the voice and the

18 The coloured feasts are recorded after the note of page 196 that the Leimonarion is completed. Therefore
they constitute a supplement after page 396.
19 Cf. “Service of St Hieromartyr Zotikos the defender of the lepers chanted on 30 December. It is

composed by Anthimos, Hieromonk of Chios”, ms Public Library of Chios 1696, ff. 1-11v, Agamemnon Tselikas,
“Ta pulavtva kat petapulaviva xelpoyoada e PrpAod1kng s Xiov * O Kopang” “. Xwaka Xpovikd no.
14 (1984): 57.

20 Cf. “Service of our Holy Father St Makarios Archbishop of Korinthos who has graced Chios in adce
(1805) in the year of our Lord April iz (17), ms Public Library of Chios 1696, ff. 30r-36v, Agamemnon Tselikas,
Ta Bulavtiva: 58.

21 Cf. “Service of St Hieromartyr Anthimos Bishop of Nikomédeia, completed by Anthimos Poulakes
hieromonk. It is chanted on 3 September”, ms Public Library of Chios 1696, ff. 20r-27r, Agamemnon Tselikas, T
puCavtiva: 57-58.
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interpretation of the musical signs in a more detailed way.” As for the melopoeia,
Ioannis Kavadas derives his musical material from two sources. The first is the New
Sticherarion, as it was organised by Petros Lampadarios.** The second source is the
Old Sticherarion,” as it is known through the Doxastarion of Jacob the first Chanter
of Great Church.? Yangos Kavadas combines the main musical material of the New
Sticherarion with some theseis*” of the Old Sticherarion in selected parts of the hymn.

Two excerpts have been chosen from the Feast of St Matrona of Chios. I intend to
demonstrate the way in which Kavadas sets the music of the hymns. I have chosen
this feast because Kavadas pays more attention to the feasts of Saints from Chios,
though this does not mean that the other feasts do not receive special attention from
him.

23 Concerning the subject of the interpretation of the musical signs, see Demetrios Nerantzes, ZvufoAn
oty Epunveia 100 ExkAnowaotikov MéAove (HoducAero, 1997). Georgios Konstantinou, H napacniuavon tnc
Movoxkne Exppaonc peta tnv épapuoyn tns Néac Me0odov I'papnc tne ExkAnoiaotikne Movoikne (1814) oé
EAAnvikéc kai Povpavikéc ninyéc. Adaxtopixn Awatpifn (Tunua Movowwv Emovdav, Tovio Iavemotpio,
Kéowvoa, 2003). Concerning interpretation within Athonite tradition, see Michael Stroumpakeés, “The
interpretative tradition of hymns in Athonite Monasticism. Diversity and Unity. A first approach.” In Ivan
Moody and Maria Takala-Roszczenko, eds, Proceedings of the Fourth International Conference on Orthodox Church
Music: Unity and Variety in Orthodox Music, University of Eastern Finland, Joensuu, 6-12 June 2011 (Joensuu: The
international Society for Orthodox Church Music, 2013), 99-119.

24 About life and work of Peter the Peloponnesian, Lampadarios of Great Church, see Manolés
Chatzigiakoumés, Movoika xetpoypapa Tovpkokpatiac (1453-1832). Vol. A' (AOGnva, 1975), 368-377.
Gregorios Stathés, “ITétpog Aapmadagrog 0 ITeAomovviiolog 6 ano Aakedaipovos. H Cwr) kat to €oyo tov
(+1778).” Aaxkwvikal Zrmovdai no. 7 (1983): 108-125. Idem, “TdicwpBoc ITowrtopdaAtng 6 Bulavtiog (123 AmoiAiov
1800).” In KvkAoc EAAnvikne Movaikne. OL nxor T’ ovpavov. Ayopeitec pedovpyol «nadaioi te kol véor».
MeAovpyot Tov 180v alwva. ITétpoc Aaunadapioc o Iledomovvnoioc - Takwpoc IpwtopdAtns 6 BuCavtioc.
Méyapo Movaikne AOnvav. Iepiodog 1996-1997 (AOMva: Méyaoo Movaowkng AOnvav, 1996), 36-45. Achilleus
Chaldaeakeés, O oAvédeoc oty puCavtivn kal petapvlavtvny pedomotia. Vol. MeAétar 5, MeAétat (ABnvau:
‘Tooupa BuCavtiviig MovoucoAoyiag, Tepa Zvvodog ¢ ExkAnoiag s ‘EAA&dog, 2003), 513-516. Konstantinos
Karakgounes, H napadoon kai é&nynon tov puélovs 1w Xepovfikwv tnc BuCavtivne kal Metapvlavtivig
MeAomotiag. Vol. MeAétar 7. (AOnvar: “Topupa BuCavtiviic MovoucoAoyiag, Teoax Zovodog ¢ ExkAnoiag
¢ EAA&dog, 2003), 513-516. Gregorios Stathes, Ta Ilpwtoypada tnc EEnynocwe eic v Néav MéOodov
Znueoypadias. Vol. A" Ta mpoAeydueva (ABnva: “Toovua Bulavtiviig MovotkoAoyiag, Tepa Lvvodog thg
‘ExxAnoiag g EAAG&dog, 2016), 123-126

25 Concerning the Old Sticherarion as a genre of melopoeia, see Gregorios Stathes, Ta yeipoypada
pvCavtvne povoikne Aywov Opoc. Katadoyoc meprypadikoc twv xeipoypadpwv kwdikwv pulavtivig
HOVOLKNG, T@V aTokeluévay v taic fipAodnkaic twv iepav povov kal oxntwv tov Ayiov Opove. Vol. A',
[Movég Enpomotapov, Aoxewxpiov, Kwvotapovitov], (Abnvatr Tdovpa Bulavtiviic MovowoAoyiag,
Tepax Zvodog g ExkAnoiag g EAAGdog, 1975), k0'. Idem, Ot avaypapuatiopol kal ta pabnuata tne
BvCavtvnc uedonoiiac 10 ed. Vol. 3, MeAétat. (ABnva: “Idguua Bulavtiviic MovouoAoyiag, Teoax Zvvodog
¢ EkxkAnoiag g EAAadog, 2018), 57-58.

26 Concerning the life and work of Jacob the First Chanter of Great Church, see Chrysanthos, Ocwpntixov
Méya tne Movoikne cvvtax0év uév napa XpvoavOov Apxiemiokonov Avppaxiov Tov éx Madvtwy ékdoOev
o¢ vro Mavayitov I. [TeAomtidov Tle Aomovvnoiov O prtAotipov ovvdpounc twv opoyevav. (Ev Teoyéotn: éx
¢ tvnoypadiac MixanA Bdic Michele Weis, 1832), xxxvi. Gregorios Stathes, “Tdicwpog ITowtopdAtng o
Bulavtiog (123 AmoiAiov 1800).” In KvkAoc EAAnvikne Movaiknc. Oi njxor T’ ovpavov. Ayiopeitec pedovpyol
«nadatoi te xai véors. Medovpyoi tov 18ov aiwva. ITétpoc Aaumadapioc 6 Iledomovvnotos - TakwpPoc
IpwTtopaAtnc o BuCavtioc. Méyapo Movaikne AOnvav. Iepiodoc 1996-1997. (AOrva: Méyaoo Movaoikng
ABnvav, 1996), 36-45. Idem, «Iakwpog ITowtopaAtne 6 Bulavtiog (T 23 AmoiAiov 1800).» EEOXIIA no. 32
(1997): 317-334 & Xaaaeakic, VMakos, mpoTtorncaat Beankoii 11., meaypr. In ITpasocaasnas Inyuicronedus no 20
(Mocksa: LlepxoBHo-HayuHbIl HeHTp «IIpaBocaasnas DH1Kaoneaus», 2014), 504.

27 Concerning the theseis of melopoeia see especially Gregorios Stathes, H é&nynoic tne nalatac
BvCavtvne onuetoypadiag kal ék600Ls AvwvD oV GVYYpadnc Tov kwotkos Enporotduov 357 wc kal émtAoyne
¢ Movatkne Téxvne tov Anootodov Kovota Xiov éx tov kwdikos Aoxetapiov 389 ué pia mpooOnkn drno
Tov k@otka EBE 1867. 6 ed. Vol. MeAétar 2 (ABrjver: “Tdoupa Bulavtiviig MovotkoAoyiag, Tega Zvvodog tg
‘ExxAnoiag g ‘EAA&dog, 2006), 102-105.
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TABLE 1. 1ST MUSICAL EXCERPT: DOXASTIKON OF VESPERS (musical manuscript Leiménarion, p. 188)
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TABLE 2. 2ND MUSICAL EXCERPT: DOXASTIKON OF MATINS (musical manuscript Leimonarion, p. 193)
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Both examples indicate a combination of the New Sticherarion and the Old
Sticherarion in selected parts of the hymns.

As we can see in the table below, the musical material of the fragment is
structured in three parts, based on the source from which each part originated.
Each part takes its musical material from the New or the Old Sticherarion.
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Let us examine each part separately. I have detected the same or similar musical
phrases in manuscripts or editions. More specifically, parts A and C originate from
the New Sticherarion, while part B is obviously based on the Old Sticherarion. That
can be easily seen if we track these theseis, as we can see in the table below:

TABLE 4

Part Al: Similar theseis (New Sticherarion, from Doxastarion composed by Petros
Lampadarios)

Musmrill phras/e. Q 5 _—_ L T—
Matowva Oedcode/ = - Sl

C‘, i 9 S
h Q Mo pw © © va o O o ago
O Matrona theosophe

Corresponding thesis: musical phrase Taic doetaic to drjrtntov/ Tais aretais to
aetteton (Doxastikon of Vespers. Feast of Saint Euphémia. Doxastarion composed by
Petros Lampadanos, cf. Doxastarion Bucharest 1820 p. 31
T - b ., -
. et n o —_ 2N N

| S o *. S Sy T S E——— T,
wp oy TCig« Q8 TELOLLTO O 0 @ 79 9 TTH /R /A

- ]
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The musical phrase in 5 L R Rt e B i st TR S
. 1-"--1—
the old notation from Ms ,__‘ : S T \_:;\ st

Mingana no 7 (Doxasta- | T T e — 22
rion), f. 10v .[tu.t, b Q.E:l"""\ .Ib b W M ,..‘:l Thac s
-— — — o —— — e e :‘:‘*\ —
TABLE 5

Part B: Similar thesis to part B (Old Sticherarion, from Doxastarion composed by
Jacob the First Chanter of the Great Church)

Musical phrase: Tov - - _

, P‘ o \ ey G ‘)‘)“_.‘)‘—_~“.\;_-,gﬂ_xr___‘
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Corresponding thesis: musical phrase Kai moAwv Baoulevovoav/ Kai polin Basi-
leuousan (Doxastikon of Vespers. Feast of Sts Constantine and Helen. Doxastarion
composed by Jacob the First Chanter, cf. Doxastarion 1836, vol. 2, p. 19.
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TABLE 6

Part C: Similar thesis (New Sticherarion, from Doxastarion composed by Petros Lam-

padarios)
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Corresponding thesis: musical phrase Trjv pviunv twv Eykawiwv/ Ten mnémen ton
egkainion (Doxastikon of Vespers. Feast of the Consecration of the Church of the Holy
Resurrection. Doxastarion composed by Petros Lampadarios, cf. Doxastarion Bucha-
rest 1820, p. 18.
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Let us now examine the second example: As we can see the material is divided into

four parts:

TABLE 7
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TABLE 8

padarios)

Part A: Similar thesis (New Sticherarion, from Doxastarion composed by Petros Lam-

ton to systema
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Corresponding thesis: musical phrase ‘Omnov émokidoet 1) x&ois oov AgxayyeAe/
Opou episkiasei é charis sou Archangelle (Doxastikon of Matins. Feast of the Synaxis of
the Archangel Michael. Doxastarion composed by Petros Lampadarios, cf. Doxasta-
rion Bucharest 1820, p. 55
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TABLE 9

Part B: Similar thesis to part B (Old Sticherarion, from Doxastarion composed by
Jacob the First Chanter of the Great Church)
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Corresponding thesis: musical phrase w¢ maponotav éxwv/ os parrésian echon ( Feast
of Sts Constantine & Helen, Doxastarion composed by Jacob the First Chanter, cf.
Doxastarion 1836, vol.2, p. 24)
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TABLE 10

Part C: Similar thesis (New Sticherarion, from Doxastarion composed by Petros

Lampadarios)
Musical phrase: Qg - =
uno/ Os métér aﬁ Qn) PN\ S
o ows M W H TP

Corresponding thesis: musical phrase 0dvoouevoc/ odyromenos (Doxastikon of Ves-
pers of Holy Saturday. Doxastarion composed by Petros Lampadarios, cf. Doxastarion
Bucharest 1820, p. 395)
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TABILE 11

Part D: Similar thesis to part D (Old Sticherarion, from Doxastarion composed by Jacob
the First Chanter of the Great Church)

Musical phrase:
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Corresponding thesis: musical phrase eig Njuac émAnewtat/eis hemas eplirotai (Doxasti-
kon of the Lity, from the Feast The Elevation of the Venerable and Life-Giving Cross,
Doxastarion composed by Jacob the First Chanter, cf. Doxastarion 1836, Vol. 1, p. 23).
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As a result of the combination above it may be considered the creation of a mixed
musical genre that combines the flexibility of the New Sticherarion with the solemn
style of the Old Sticherarion. A typical example of this mixed genre may be found
in the works of Nikolaos from Docheiarion in Mount Athos concerning the Feast
of Athonite Fathers in 1839.% The similarity in styles between loannis Kavadas and
Nikolaos of Docheiarion relates not only to musical morphology but also to other
elements concerning the text and the local celebration of the feast.” It is obvious
that a solemn style is imposed but it is modified in order to correspond to the
liturgical framework of the 19 century characterized by the shorter duration of
28 Cf. Michael Stroumpakeés, NikoAaoc Aoxeiapitne kai 1 ovupoAn tov otnv Wadtikn Téxvn. Vol.

MeAétar 18. (AOva: Tovpa BuCavtiviic MovoucoAoyiag, Teoa Tvvodog g ExkAnoiac tg EAA&dOC,
2014), 200-201.

29 One should not forget that both liturgical texts were newly composed and written by contemporany
writers such as Nikodemos the Hagiorite and Nicephorus of Chios. Concerning the Feast of Hagiorite Fathers,
see Nikodemos the Hagiorite, AxoAovOia Aiouatikn ket Eykouiov tov Ociwv kat Ocodpopwv Iatépwv Nuav,
TV &vTw Ayiw Opet 100 AOw dtadaupavtwv Zvyypapévta uév 0o tov év Movayoic éAaxiotov Nikodnuov
Ayiopeitov IMpotpory kal d&iwoer ¢ Tepac kat xowne Xvvalewc navtov Twv Movaotnplakwv Tov Ayiov
‘Opovg INatépwv Nov 6¢& mpwtov ékdo0évta Yo tov Tvnoypdapov I'ewpyiov MeAiotayovs. A avvopounc
NG oefaoiiac ounyvpews twv év Abw Iatépwv. Eic xownv twv Movaywv, kal navtwv twv OpOoddéwv
Aaikov Xpotiavov opédetay (Ev EppovnoAet: Ex g Tumoyoadiac I'. MeAtotayovg Makeddvog, 1847).
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liturgical Services and to the musical framework, characterized by the domination
of the solo chanter who is usually accompanied by a small group of chanters and
who guides vocally and imposes his interpretative style.

To supplement this, one could make mention of other elements that illuminate
the compositions, such as the use of imitation of the meaning of the text (i.e., word
painting) or the use of more detailed elaboration of the musical phrase.®

a) Imitation of the meaning of the text. The melody intends to express the
meaning of the text. A typical example derives from the doxastikon of the aposticha
for te Feast of St Dionysius of Zakynthos, as shown in the table below:
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In my attempt to understand this way of composing, I translated the poetic text into
English and adapted the original melody to it. One can see how Kavadas sets the
music iton specific words in the excerpt, such as: weeping in bitter tears, in their
grief, they were wailing. Here is the result:

30 Some other elements such as the requirement for an extended vocal range or an interesting combination
of modes will be included in a more extended study.
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TABILE 13
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b) More detailed elaboration of the musical phrase. The particular vocal
qualifications of the chanter are easily highlighted. A typical example is the musical
phrase Tic ur} Oavudoel/ tis mé thaumasei from the doxastikon of Vespers of the
Feast of the Commemoration of the Miracle of the Theotokos of the Myrtles in

Kythyra island “Tis me thaumasei”:

TABLE 14
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Based on the above information, we can see that loannes Kavadas used liturgical
texts from the “New Leimonarion”, in order to compose doxastika and idiomela
in a particular way, and seeming to keep a very interesting point of view of
interpretation. It is not known whether Kavadas had composed them before the
compilation of the manuscript, but it is certain that this manuscript would have
remained unknown if the inheritor of Antonios Malleas had not taken it out from
the drawer 150 years later, awaiting performance.
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The pervasive, even universal, presence of singing in early Christian worship can
obscure a basic puzzle: why did ancient Christians find music and singing intrinsic
to the act of worship? I approach this problem not as a musicologist, but rather as a
scholar of religion and social history. From this perspective, the devotional habits
of ordinary people provide clues to how religious practices carry meaning in their
society and culture. My focus in this essay is the era of late antiquity, the fourth to
the seventh century CE. This is the period when choirs, responsorial singing, and
liturgical music burst forth into Christianity as a public religion, for the first time
with vibrant, expansive forms.' I will treat liturgy in the broadest sense of the term,
to signal the entire range of worship services, daily, weekly, festal, and occasional,
celebrated in church, at home, at shrines, or in public gatherings.? And I will focus on
Syriac Christianity, a tradition at the centre during orthodox Christianity’s founding
centuries. Syriac was part of the rich multicultural and multilingual society of the early
Byzantine Empire (and beyond). It provided tremendous creative force, especially
for the development of hymnography.® There is good reason why St Ephrem the
Syrian is a universal saint throughout the Orthodox and Catholic Churches!

Syriac is a dialect of Aramaic, famed as “the language Jesus spoke”, developed
in the first century CE in the region of Edessa (now south-eastern Turkey). It spread
quickly and widely throughout the Middle East and beyond. It remains a living
language and especially a liturgical language to the present day, now heard in
communities in North America, Europe, Scandinavia and Australia in addition to its
homelands in Syria, Iraq, Iran, Lebanon, Israel and parts of India. In late antiquity,
Syriac Christianity flourished at the interface between Byzantine and Persian cultures,
strongly inflected by both, but with its own confident, sophisticated style. During
the sixth and seventh centuries, Syriac missionaries made their way south into the

1 For an excellent overview of this historical development for Christianity, see Page, The Christian West
and Its Singers, 9-242.

2 For an overview of the major Syriac liturgical traditions into the present, with convenient bibliography,
see Varghese, “The Liturgies of the Syriac Churches.”

3 The intense cultural vibrancy that characterized Syriac-Greek interaction during this period has gained
considerable scholarly attention in recent years. See, for example, Butts, Language and Change in the Wake of Empire;
Wickes, Bible and Poetry; Forness, Preaching Christology.
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Arabian peninsula and deep into Nubia and Ethiopia, and travelled out along the
Silk Road, settling as far as China, where Syriac Christianity flourished for many
centuries in creative engagement with Buddhist and Daoist interlocutors. In the
late antique Byzantine Empire, Syriac flourished in cosmopolitan cities with wide,
colonnaded streets, elegant theatres, and stunning churches, exquisitely carved and
embellished on large or small scale. Syriac Christians, then as now, were known
for their remarkable skill as craftspersons in precious metals, adorning liturgical
practice with their artistry. Syriac manuscripts are among our oldest surviving
Christian witnesses, often centuries earlier than their Greek or Latin counterparts,
and often beautifully illustrated. The emergence of Islam in the seventh century
brought changing historical circumstances for Syriac Christians, but they continued
to thrive, and continued both to engage their larger cultures and to express their
own distinctive styles.*

During the era of late antiquity, Syriac Christians were part of the Byzantine
and Persian Empires. They forged a vibrant liturgical tradition performed through
a brilliant array of song, crafted by the likes of Ephrem the Syrian (d. 373), Narsai
of Nisibis (d. 502), Jacob of Sarug (d. 521) and others. Singing — specifically, the
singing of poetry — characterized every aspect of Syriac liturgy: its hymns, prayers,
supplications, responses, and even its preaching. For these Christians, singing was
the life of the Church. As an anonymous Nativity hymn of the fifth century extolled:

Today let all creation thunder out in praise,

Let each mouth give a shout of “glory’,

Let tongues be stirred with a song of praise.

In heaven, praise to the Lord,

And on earth, peace to all flesh,

For a Saviour has shone forth for the world.®

The choir sang the verse, the entire gathering joined in the refrain, and sure enough,
every voice praised the Lord in song.

The music of the ancient Syriac Church has not survived, although the titles of
different melodies were sometimes mentioned (as for the biblical Psalms), and the
poetry continues to echo in liturgies to the present day.® Nor are there any surviving
Syriac treatises about music until mediaeval times.” But for Ephrem and others, music
in the form of sung poetry offered the most fitting, and indeed, the best expression of
human worship. My question is: Why?

For the first part of this essay, I consider the ancient Syriac view that music was
useful for liturgy because it was effective as a tool for education. In the second part,

4 King, The Syriac World, provides a rich assortment of essays covering history, language, literature,
culture, and geographical spread, including into modernity.

5 Refrain: “In both height and depth have You resided,/ in the womb of Your Begetter, in hidden fashion,
and [in] Mary’s bosom, made manifest.” Anonymous, “Hymns on Mary.” 15.4, trans. Brock, Bride of Light, 70.

6 Ibrahim and Kiraz, “Ephrem’s Madrashe and the Syriac Orthodox Beth Gazzo;” Gribomont, “La
tradition liturgique des hymnes pascales de s. Ephrem.”

7 Thomas of Edessa (sixth century) wrote a work titled “On Qale [= melodies or tones]”, which does not

survive; see Becker, Fear of God and the Beginning of Wisdom, 91. Anton of Tagrit (ninth century), Rhetoric 5, canon
10, has a discussion on music and metre in which he viewed sacred music as a concession to humanity’s sinful
nature. Bar Hebraeus (fourteenth century), Ethicon, Memra ], ch. 5, offered a discussion of the liturgical system of
tones often cited by modern musicologists. For the introduction of an eight tone system into certain of the West
Syriac liturgical families, see Cody, “The Early History of the Octoechos in Syria,” and Jeffrey, “The Earliest
Oktoechoi.” In her ground-breaking study of contemporary and traditional Syriac chant of Aleppo, Sense and
Sadness: Syriac Chant in Aleppo, Tala Jarjour has argued for the inadequacy of terminology that appears to organize
Syriac chant according to the Byzantine Octoechos system, since it does not in fact fit such categorization.
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I ask what qualities made music effective in this way. I will suggest that music was
effective pedagogically because it was affective: it had impact on singer and listener,
alike. Dangerous music could lead astray. But singing truth in an ordered way
could be a source of harmony and unison, both for the individual and for the larger
church community. In the view of ancient Syriac Church leaders, musical worship
brought order, purpose and value for every voice lifted in song.

1 MusiIc AS PEDAGOGY

We must begin by asking: what was late antique Syriac liturgy like, and what were
its needs?

The fourth century was a turbulent time for Christians in the Byzantine Empire.
At the century’s start, Christianity was a small minority religion, newly legalized in
312 under the Emperor Constantine. Seventy years later, in 382, under the Emperor
Theodosius I, it was declared the Empire’s state religion. As the political fortunes of
Christians improved, converts poured in. But many came without knowledge of the
Bible and, as converts from polytheistic religions, without awareness of doctrine.
In this context, liturgy expanded dramatically: first, to present a splendour worthy
and reflective of imperial favour, and second, to provide instruction for the entering
masses.® In an era when only the wealthy had books and few people could read,
other modes of instruction were needed. The liturgy, quite literally, became the
church’s school.

To a degree far greater than at any other time of history, liturgy in late antiquity
focused on teaching the Bible and teaching doctrine.’ In Syriac liturgies, for example,
the lectionaries of this period assign as many as ten or twelve, or even fifteen (!)
biblical readings per service, drawn from both the Old and New Testaments."
Biblical stories from both the Old and New Testaments also filled hymns and
sermons, where they were retold with great relish and vivid imagination." And
although little church decoration survives to us from the time, we know that biblical
scenes were an important part of church décor in frescoes or tapestries, or the
ornamentation of liturgical vessels.'> Every aspect of worship served to teach the
Bible, and also to interpret it rightly, to present sound theological understanding."
Given the needs and circumstances of the time, what would be effective methods
for education?

In Syriac liturgies, sung poetry was the method of choice. This poetry falls into
two broad categories, madrashe and memre."* Madrashe (s. madrasha) were poems
in a variety of metres and melodies, arranged in stanzas punctuated by a refrain
(Ephrem the Syrian wrote in more than 50 different metres, but the vast majority
were in simple metrical patterns, easy to sing). The chanter or choir sang the verses,
and the choir led the congregation in the refrains: a sung dialogue took place.
Significantly, the singing of these doctrinal hymns was assigned to women'’s choirs,
comprising consecrated virgins called Daughters of the Covenant. Syriac canon law
in both the Byzantine and Persian Empires mandated that every village, town, and
city church must have a women’s choir to sing the madrashe, the doctrinal hymns,

8 E.g., Page, The Christian West and its Singers, 131-71.

9 Harvey, Song and Memory, 18-25; eadem, “Bearing Witness.”
10 F.C. Burkitt, “The Early Syriac Lectionary System.”

11 Harvey, Song and Memory.

12 E.g., Spier, Picturing the Bible.

13 Krueger, “Christian Piety and Practice in the Sixth Century.”
14 See Brock, “Poetry and Hymnography (iii): Syriac.”
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in the liturgy (daily, weekly, festal, and otherwise) to teach their congregations.'
Women'’s liturgical choirs continue to sing in Syriac churches at the present time.'

The other form of poetry was the memra (pl. memre), the metrical “homily”,
comprised of isosyllabic lines, that is: syllables of equal length, in simple couplets
of 5+ 5, 7+7, or 12+12 syllables per line."” These were chanted or intoned by a male
liturgical agent, usually a priest or bishop. Occasionally, these, too, were punctuated
by refrains from choir and congregation. Both the hymns and the metrical homilies
treated a wide variety of subjects on the life of faith, biblical storytelling, exegesis
and basic doctrinal instruction. Both were described in ancient sources as musically
performed by singing. Both are called the same terms: “sweet songs,” “wonderful
melodies”, “sweet tones”, “pleasant antiphons”."®

Syriacliturgical rubrics tell us that the scripture lections were “read”." But I think
we can assume this means chanted cantillation or melodic recitation. Often, Syriac
hymns and homilies refer to biblical prophets, apostles and saints as “singing” their
words or teachings. For example, Jacob of Sarug described the Canaanite Woman
from Matthew 15 as “shouting” and “singing” her plea to Jesus to heal her daughter.
Jacob’s phrase echoed the sound of the women’s choir who sang in between the
lectionary readings immediately before he sang his homily.* Also, Narsai of Nisibis
preached on the marriage between the Church as Bride and Christ the Bridegroom
as a wedding banquet of song, “loud”, “delightful”, “an indescribable joy”, in which
the biblical prophets and kings, and the saints of the Church, each in turn sang their
prophecies and praise, in a musical extravaganza.” Since Narsai’s homily included
a refrain, its performance included the voices of the living congregation, musically
joining the biblical past with the liturgical present for the story the homily told.” I
think these words for “singing” in Narsai’s sermon correlate to the singing that was
the liturgical performance of the lections, the hymns and responses in between, and
the sermon itself. Jacob of Sarug often refers to his own homilies as “songs”, and
to his preaching as “singing”.” I think such passages are clues to performance: the
melodic chanting or intonation of memre as sung poetry. To the ancient Syriac ear,
this was as musical as the performance of hymns.

I spoke of liturgy as the Church’s school. In fact, Syriac schools of this era
used melodic recitation and sung responses for their lessons, exactly these same
pedagogical methods I describe for liturgy. Madrashe and memre, the same forms of
sung poetry, provided form and content for much of the Syriac religious education
for boys and girls training to become liturgical agents: deacons, deaconesses, Sons
and Daughters of the Covenant, and other clergy as early as Ephrem the Syrian in
the fourth century. Ephrem’s extraordinary corpus of hymns is one of the greatest

15 Harvey, “Performance as Exegesis.”

16 See Bakker, “Fragments of a Liturgical World;” Bakker Kellogg, “Perforating Kinship;” Bakker Kellog,
“Ritual Sounds, Political Echoes.”

17 See now Giriffith, “The Poetics of Scriptural Reasoning.”

18 The point is emphasized in Griffith, “The Poetics of Scriptural Reasoning;” see also Harvey, “Holy
Sound.”

19 The Syriac root g-r-’, used to designate both the agents as well as the ritual actions of the reading

of scripture in liturgical contexts, connotes reading (aloud), reciting, proclaiming. Payne Smith, Thesaurus
Syriacus, 2: cols. 3712-3718.

20 Jacob of Sarug, “On the Canaanite Woman”, 1l. 36, 47-8, 111, 127. Jacob’s treatment of her voice,
both as singing and as shouting, is quite arresting, albeit a shared tradition with Ephrem and also Narsai. See
especially Walsh, “Holy Boldness;” Harvey et al., Jacob of Sarug’s Homilies on Women Whom Jesus Met, 4-6.

21 Narsai, “On the Sanctification of the Church.”

22 The refrain: “O Church of the Nations pay homage to Christ, for he planted you on earth and registered
you in heaven, my bothers!” Narsai, “On the Sanctification of the Church,” Harrak, p. 10 and n. 2.

23 Harvey, “Holy Sound;” Harvey, “The Poet’s Prayer.”
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poetic achievements of Christian history. But Ephrem’s extant corpus also includes
madrashe and memre he composed as instructional texts for his students, both women
and men.* Some of these texts served in Syriac schools for centuries afterwards.”
There were famous schools such as those of Edessa or Nisibis, and small schools in the
villages. Surviving curricular documents and descriptions tell us that learning liturgy
in late antiquity required learning the music, and also learning correct (“orthodox”)
biblical interpretation and doctrinal instruction.*® One did not only study music;
music was how one learned. When the Catholicos Mar Isho’-Yahb III in the seventh
century established a new liturgical school near the monastery of Beth ¢Abhe in Iraq,
the monks complained of “the sound of the chanting of the psalms and the singing
of the hymns and the offices, and by the noise of the voices of the school boys and of
those who keep vigil [by night]”.” Music was used in the schools to teach liturgy, the
Bible and doctrine. And, in churches, music was used to teach the Bible and doctrine
in the liturgy itself.

An anonymous sixth century hagiography presented the liturgical work of St
Ephrem the Syrian (fourth century) in exactly this way.”® The story goes that Edessa
was filled with competing religions, fuelled by popular hymns. Ephrem saw that
hymns were an effective and efficient way to teach religion. So, he composed a variety
of orthodox hymns, and he decided to train choirs of women to perform them:

Seeing that all the people [of Edessa] were attracted to singing and that (human) nature
was drawn (to it), blessed Ephrem ... assembled and organized the Daughters of the
Covenant and taught them hymns (madrashe) and songs (seblatha) and antiphons (‘onyatha)
and intercessions (ba‘watha). He arranged songs (ginyatha) and verses (mushhatha) in
rhythmic measures and transmitted his wisdom to all the learned and wise women. And
he mixed in the hymns and chants sweet melodies which were pleasing and delightful to
their hearers. He put in the hymns words of subtle meaning and spiritual knowledge.”

In other words, these were not just pleasant songs; they were songs filled with
meaning, with truth, offered in a musically attractive form. The passage continues
with a description of Ephrem’s rehearsal method for the women’s choir. Not only did
the women master an entire range of hymnography (as we see listed here), but they
did so through an instructional method of musical dialogue. In turn, the women'’s
singing attracted the laity, in effect rehearsing the entire congregation.
Every day the Daughters of the Covenant would gather in the churches on the feasts of
the Lord and on Sundays and for the commemoration of the martyrs. And [Ephrem],
like a father, would stand among them (as) a harpist of the Spirit, arranging various
songs for them and demonstrating and teaching and alternating melodies until the
entire city gathered around him.*

24 Wickes, Bible and Poetry; Wickes, “Between Liturgy and School.”

25 To be sure, Ephrem also composed in prose for his students. Excellent examples are collected in
Ephrem, Selected Prose Works; or, Ephrem, Prose Refutations. His Commentary on the Diatessaron shows evidence of
repeated use and revision in a school context for many generations after: see Lange, The Portrayal of Christ. For the
reconstruction of this commentary, see McCarthy, Saint Ephrem’s Commentary on Tatian’s Diatessaron.

26 Becker, Fear of God and the Beginning of Wisdom, 87-93, 163-6, and passim, stresses the musical form of
pedagogy, both at the School of Nisibis and in the local schools of outlying villages and towns. Again, I am not
suggesting that music was the only form of pedagogy used in these schools. Rather, I am noting its fundamental
place both in the curriculum and as a mode of teaching. On the School of Nisibis, see also Possekel, “ ‘Go and

Set Up for Yourselves Beautiful Laws...”; and Possekel, “Selbstverstandnis und Bildungsauftrag der Schule von
Nisibis.”

27 Thomas of Marga, Book of Governors, 2.8, Budge, 2:148.

28 Anonymous, Life of Ephrem, ch. 31.

29 Anonymous, Life of Ephrem, ch. 31, Amar, at CSCO 630/ Scr. Syr. 243, pp. 79-80 (V).

30 Anonymous, Life of Ephrem, ch. 31, Amar, at CSCO 630/ Scr. Syr. 243, pp. 79-80 (V). The terminology in

this passage indicates variations on “song” or “hymn” or “melody”. During Ephrem’s lifetime, these words did
not signify different hymnographical forms. If they are meant to correspond to particular hymn types, they are
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The results were impressive. According to Jacob of Sarug, Ephrem taught the choirs
and “the church resounded with the pure voices of pious women”.?!

Hence the singing of poetry (both madrashe and memre, hymns and homilies)
was more than a matter of artistic performance. Singing poetry had practical
purpose, whether in the classroom or in the liturgy. Melodic strophes and intoned
couplets were effective vehicles for the teacher; sung responses and recitation were
effective strategies for the student. In schools, music was the tool to train liturgical
leaders and agents; and in liturgy, music was the tool to disseminate that education
to the larger church, with the congregation’s participation.

2 MUSIC AS THERAPY, MUSIC AS ORDER

Now we must ask: why was music useful in this way?

Music was an effective tool for teaching because music was affective: it made
an impact on those who sang and those who heard. As such, music could be
dangerous. Syriac writers, like others, feared the perils music could pose for the
unwitting. Heretical hymns, songs from the theatre, or pagan or Jewish festivals,
even the lure of an exceptionally beautiful voice could lead astray. Syriac church
leaders admonished that such songs incited the passions, roused the emotions, and
clouded one’s reason, lingering in the mind and turning one’s disposition towards
sinful tendencies.

When Ephrem saw — or rather, heard — the popularity of the heretics’ songs,
he fought fire with fire: he composed beautiful hymns of truth. Syriac tradition
remembers a number of its greatest hymnographers for the same motivation, and
the same strategy. Rabbula of Edessa, Narsai of Nisibis and Jacob of Sarug are also
commemorated for the power of their sung poetry in opposition to dangerous songs.*
The strategy was more than a battle plan in a religiously competitive society. It was
also a therapy. Music could heal a divided self; it could unite a divided community.

The problem with dangerous music, for these authors, was its ability to distract
and fragment a person, turning one’s attention away from truth — away from God.
One became disordered in oneself. The larger result was a disordered, fragmented
community: instead of one true religion, or one true Church, there was the disorder
of many.

Isaac of Antioch described the music of a pagan festival in Antioch as messy
and chaotic: “Everyone composed and learned melodies in every genre,/ so that
every person is pleased by his own voice, and delights in his [own] singing” . The
noise disturbed him so he could not sleep. Isaac’s strategy in response was to chant
psalms out loud. He describes the process as physical (using tongue and lips to
chant the words), mental (using the mind to understand the words), and spiritual
(as the meaning of the psalm had its impact on his soul). As the act of chanting
calmed himself, Isaac marvelled, “There is no [other] grace such as this...there is
no [other] music such as this”;* “how much more beautiful are our songs than
[theirs]!”®

the work of a later editor. The story that Ephrem’s compositions were prompted by the challenge of heretical
hymns is also told by Sozomen, Ecclesiastical History, 3.16.

31 Jacob of Sarug, “Homily on Ephrem”, vv. 98-101; Amar, 48-9. See now Harvey, “Training the Women's
Choir.”

32 Harvey, “Holy Sound.”

33 Isaac of Antioch, “On the Vigil which took place in Antioch,” 11. 13-14, Kitchen, 104.

34 Isaac of Antioch, “On the Vigil which took place in Antioch,” 11. 70, 75-6, Kitchen, 106.

35 Isaac of Antioch, “On the Vigil which took place in Antioch,” 1. 93, Kitchen, 107.
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What Isaac described at the individual level, Thomas of Marga described at
the collective. When the churches in Iraq fell into what Thomas called a confusion
of “tunes, melodies, and airs and songs” due to lax episcopal oversight, Thomas
described it this way: “Every country, and town, and monastery, and school had
its own hymns and songs of praise and tunes, and sang them in its own way, and
if a teacher or a scholar happened to be away from his own school he was obliged
to stand [silent] like an ignorant man.”* The situation led to dramatic liturgical
reforms.” When everyone knew what to sing and how to sing, musical order was
restored. So, too, was church order.

And this was Jacob of Sarug’s concern about the sounds of civic life. A vivid
example was his description of songs from the theatre: “responses (or chorus,
chants) which are not true; troublesome and confused sounds; melodies which
attract children; ordered and cherished songs; skilful chants, lying canticles...[In the
theatre] your ear is captivated by song.”*® Not unlike the liturgy, the theatre told its
stories with melodies and verses that lingered in one’s ears, whether young or old.
Its songs were delightful, pleasing, and insidious.

Civic voices pulled people in all directions. As Jacob complained, they could
seduce a person to come to church late or to leave church early, before the service
ended; they distracted the mind so that one was restless in church, present in body
but elsewhere in thoughts. The response, Jacob sang, should be the music of liturgy:
“when [the soul] hears melody [gal] of liturgy in God’s house (teshmeshta), / she is
moved spiritually with the love of God.”?

In his homily “On the Partaking of the Holy Mysteries”, Jacob extols liturgy as
a school that offered a powerful therapy of song: “The church in the world is like
a teacher to the human being, / teaching, educating, and treating the wounds of all
who come to her.”* Its music, he chanted, made its impact on the soul both through
the experience of listening and through singing: music received, and music offered.
Jacob urged his congregation to listen to the melodic chants of Psalms, lections, and
sermon. He exhorted them to attend closely to the women’s choir, “with glorious
voices,” for these choirs were a gift of God’s infinite wisdom. The more one heard
the hymns of the liturgy, Jacob assured his listeners, the more the soul became “pure,
modest, and full of hope and discernment.”*' But it was not enough to hear this music.
Jacob exhorted that one must join in: sing loudly and clearly hymns, responses, creed
and prayers. One must sing with the priest, cry out, shout forth, raise one’s voice
in witness, supplication, petition, and prayer. Singing these “truthful songs” every
day, Jacob urged, annoyed Satan and vanquished the dangers of the civic world. **

Chanting the Psalms with diligent attention restored serenity and order to Isaac
of Antioch, just as the reform of liturgical music restored harmony and peace to
the east Syriac churches of whom Thomas of Marga wrote. In turn, Jacob of Sarug
exhorted that liturgical song restored peace and unity to the faithful participant;
and it did more. The harmonious and loud music of liturgy, sung well, brought order
to a disordered world. According to Jacob, the loud singing of the liturgy rang out
victoriously, setting the world aright:

36 Thomas of Marga, Book of Governors, 3.1, Budge, 2: 293.

37 Discussed in Becker, Fear of God and the Beginning of Wisdom, 164-6.
38 Jacob of Sarug, “On the Spectacles”, Homily 3, Moss, 105.

39 Jacob of Sarug, “On the Partaking”, 1. 165, Harrak, 22.

40 Jacob of Sarug, “On the Partaking”, 1l. 179-180, Harrak, 24.

41 Jacob of Sarug, “On the Partaking”, 1l. 175-6, Harrak, 22.

42 Jacob of Sarug, “On the Partaking”, 1. 214, Harrak, 28.
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The sound of Your praise [O Lord] thunders awesomely among the congregations,
and through it the impudent song of idolatry was silenced.

From Your hymns, Your sermons, and Your teachings

the entire inhabited world shouted out and thundered to sing praise.*

Such imagery of liturgy carried deep theological meaning. But there are social and
political implications as well.** Here is Ephrem’s description of liturgy as a choral
garland of (musical) flowers:

Let the chief pastor [bishop] weave together his homilies like flowers,
Let the priests make a garland of their ministry,

The deacons of their reading,
Strong young men of their jubilant shouts, children of their psalms,
Chaste women of their songs, chief citizens of their benefactions,
Ordinary folk of their manner of life.
Refrain: Blessed is He who gave us so many opportunities for good!*

Here, liturgy is ordered; each part, each person, each voice, has a purpose and a
contribution; each carries value and authority, an authority appropriate to its rank.
These are not rival, competing authorities. Rather, liturgy presents an array of
authorities, a mosaic, if you will: the metrical voices of bishop and priest, the intoned
lections of the deacons and alleluias of the boys’ choirs, the doctrinal hymns of the
women’s choir, the responses and sung refrains of the congregation. Each voice
matters; none are extraneous. The music of liturgy, then, when sung well, maps
society, or the world at large, in ideal form: differentiated, ordered and harmonious.
The liturgies of the late antique churches involved much outdoor celebration;
processions were common in villages and cities alike. These processions moved
through civic streets and squares, ordered in liturgical ranks, adorned with censers
and candles, in times of joy and times of sorrow.* As public events, processions also
carried public meanings. The voices of the women’s choirs, for example, resounded
in the public square, often and loudly. Laity, children, slaves: their voices sounded
forth with purpose and meaning.*

According to Jacob of Sarug, liturgy, like music and poetry, places words in their
right order by metre, by melody, just as liturgy places all beings, of every nature,
in heaven and on earth, in their right order, in relation to one another; and all in
rightly ordered relation to God.* In this final passage I quote, the word I translate
“voice” (gal) could also be translated melody or tune in every line. Here is Jacob’s
description of liturgy:

And voices upon voices crowd around [Christ] from every side,

The voices of the nations who clap their hands to give praise,

and the voice of handmaids grouped in choirs to make a joyful noise.

The voice of churches who sing praise with their harps,

and the voice of monasteries who make a joyful noise to him [Christ] with their alleluias.
The voice of priests who consecrate him with the gentle waving of their hands,

and the voice of saints who bless him in every place.

The voice of men who sing praise with their tongues,

43 Jacob of Sarug, “On Elisha” IV, 11. 21-30; Kaufman, 176. The passage continues with particular praise
for the singing of the women'’s choir.

44 See Harvey, “Patristic Worlds.”

45 Ephrem, “Hymns on Resurrection,” 2.9, in Brock and Kiraz, Ephrem the Syrian, 176-7.

46 Harvey, “Patristic Worlds.”

47 Harvey, “Women and Children in Syriac Christianity.”

48 Harvey, “Holy Sound.”
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The voice of women who exalt him with their madrashe [doctrinal hymns].
The voice of children who repeat before him [...]

The voice of teachers who set their knowledge in array before him.

For praise of the Father, the Son wakens all creation.*

This is the best description of ancient Syriac liturgy that I know. It is, quite simply, a
description of the church, entire and collective, in song.

In conclusion: Late antique Syriac Christians described and performed liturgy as
music because they valued the functional, pragmatic capacities of music. Singing was
an effective form of teaching and an effective form of learning. Further, singing was
effective in the formation of faithful, ethical disposition — that is, a serene and unified
self — whether for the individual believer or the larger church community. Finally,
singing enabled the Church as one voice, in unison and in harmony, to know and
bear witness to its God. The music of liturgy, rightly sung, was worship in its fullest
expression: all of creation joined in right relation to one another and to the Creator,
as words joined syllables in metrical melodies to sing forth the one resounding Word
of truth.
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Let the word of Christ richly dwell within you as you teach and admonish one another
with all wisdom, and as you sing psalms, hymns, and spiritual songs with gratitude in
your hearts to God. And whatever you do, in word or deed, do it all in the name of the
Lord Jesus, giving thanks to God the Father through Him. (Col 3:16-17)
In the Apostle Paul’s Epistle to the Colossians, we may find “word and deed”, but
also “singing”. Why is singing, why is music, so important in the Church?

“Music does something that words cannot. It goes to the deepest point of who we
are, the centre of our person. It is a quintessential part of what it means to worship
God, tobe able to sing to God”, says Archimandrite Sergius of St Tikhon’s monastery.
Metropolitan Hilarion of Eastern America and New York (ROCOR) reminds us of a
unique historical event: “Through music, through beauty many people come to the
church, come to the faith. This is what happened more than 1000 years ago, with the
envoys of Prince Vladimir of Kiev. They attended services in the St Sophia Cathedral
in Constantinople, and they were overwhelmed by the beauty and grandeur of the
divine services.” These pagans, having seen the glorious temple, the multitude of
priests and deacons with all their movements and sizeable choirs chanting at the
divine service, returned then to Kiev and told Prince Vladimir, “we no longer knew
whether we were in heaven or on earth.”

This played an important role in bringing Rus into the Orthodox Christian faith.
And church music today also plays an important missionary role in converting
many people to Orthodoxy.

In Serbia, after a long period of communism, from the late 1980s and 90s, church
choirs became more and more popular, especially among young people. In my choir
founded in 1987, St Stephen of Decani (Novi Sad), more than 400 mostly young
people joined throughout the years; one third of them were baptized after joining
the choir. That says a lot about the important mission of church music in today’s
Serbia. We had the Bishop’s blessing to let unbaptized people sing in church choir at
the liturgy and other services (as long as they were preparing for baptism).

“Music was the first consolation that Heaven sent to Man after the Fall”, wrote
the Serbian Bishop St Varnava (Nasti¢)*. It brings the importance of music even
further as it becomes a means on our path to Salvation.

1 Russian text available: “O mysnixe” (“About Music”), writings of St Varnava, accessed September 29,
2020, http://www.pravoslavie.ru/29886.html
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There are examples of
church art that illustrate
the importance of church
musicians in the early
ages. In beautiful frescos in
fourteenth century Serbian
monasteries (Patriarchate
of Pe¢ in Kosovo and
St Mark’s monastery in
North Macedonia) we
see how the church choir
leaders (protopsaltes) wear
special head coverings that
differentiate them from the
rest of the congregation.

Figure 1. A fresco depicting church choir leaders.
(Photograph supplied by author.)

Figures 2 and 3. A fresco and its detail depicting church choir leaders.
(Photographs supplied by author.)

Bishop Basil of Wichita and Mid-America (Antiochian Orthodox Christian
Archdiocese of North America) reminds us that “there are few ministries of the
Church that require the devotion and the dedication that church singing does. The
church conductors and church singers are as important to the parish as is the holy
table itself. As there can be no liturgy without the holy table, there can be no liturgy
without them.” In his opinion it is sinful for someone not to sing who has been
given the gift to sing. Singing in the church is a ministry, a kind of ordination.
Canon 15, from the Council of Nicaea, the Council of the fourth century, makes it
clear that only canonical singers should be appointed for that kind of ministry in
the Church.

That ordination, even if it is not a question of ordained clergy, implies a great
responsibility, a great sense of duty and a privilege that is given to a church singer.
Bishop Basil reminds the singers that they physically jump into something that goes
on perpetually.
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We jump in and join with the angels for a couple of hours, and then we jump back
out. The liturgy does not begin with ‘Blessed is the Kingdom” and your ‘Amen’, and
it does not end with “Through the prayers of our Holy Fathers” and your ‘Amen’.
Those phrases only define the time that we participate in the liturgy which goes on
perpetually before the throne of God.

Standing before the throne of God humbles, I hope, all of us church musicians. It
is a humiliation, that in the end, should be something that elevates us, that exalts
us, something that gives us wing. The choir leads the congregation in prayer. The
invitation to prayer is put out by the deacon or archdeacon. The deacon invites
prayer, but the choir leads the congregation in the prayer itself. “Choir leading
requires self-motivation and humility, a delicate, yet crucial balance. Humility is a
life-long process of learning! As with many people in other professions, they don’t
always go together”, says Father Sergei Glagolev.

A church choir leader should be competent and have a great knowledge (not
just essentials) of music, but also know well the order of church services. Being
well organized in order to prepare music settings for each service is just one of the
qualities that is required from a church conductor. Apart from many professional
music tasks, a church conductor must not forget about his/her spiritual dimension,
even if not much time is left for personal prayer. The Fathers say that there are many
prayers suitable for the preparation for a service, but “now lay aside all earthly
cares” is especially recommended. It is important that a conductor is an example for
the singers, in many aspects. An ideal example is St John of Damascus, who was a
trained poet, musician and theologian.

a—

0%

Fzgure 4. Old Church book illustration. (Photograph supplied by author.)

Bishop Basil warns us that “we cannot buy humility; we cannot merely appear to be
contrite. Humility and contrition are states of the heart and soul that then manifest
themselves in the behaviour of body and attitude, and words, and psalmody. But,
there is no choir practice to rehearse humility. They are things that we need to
work on individually. Then, we join our individual humility and contriteness in the
beauty of singing, that comes to the listeners/congregation, in a most beautiful and
mysterious way. When God accepts your offering, He does not keep it. He will take
it, transform it, and send it back to touch the hearts, and the minds and the souls of
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you and your congregants.” The object of our worship is not the congregation but
God Himself, and we do things well for Him. Everyone else may benefit, but they
cannot be and must not be our consideration. Our consideration is that we offer
God our best. That means the best in sound, the best in taste.

It is beautifully explained by Bishop Basil: “...for the church singer it is not
(only) the tenor, alto, or soprano who stands next to you we need to listen to, but
the angels who lead us in our singing. Those are the voices we need to hear and
with which we blend our voices.” Music is not enough, without faith and Liturgy
it’s nothing. Orthodox life is, by definition, a liturgical life. “The key is the turning
of the heart to Christ, no matter what we are doing and where we are. The Liturgy
provides the model”, says Father Sergei Glagolev.

A short quotation from the Serbian Bishop Atanasije (Jevti¢), “theology is at
the kliros”, indicates how important and meaningful text is in church music, and
therefore also singing those texts.

The devotion of church musician should be appreciated and encouraged by
priests and congregation, and sometimes it is. I remember from personal experience
how the late Bishop Sava (Vukovic) of gumadija (Serbian Orthodox Church) did
not want to sit at table for lunch after a liturgy before the church choir had been
seated. That gesture was precisely a way to mark the special place and importance
of church musicians.

Musical knowledge, promptness and dedication, blending of voices etc. are
important, but we need also to speak about humility and contrition. The holy
fathers do not write about beautiful voices, but about humility and contrition.

St John Chrysostom teaches that we “ought to offer up doxologies to God with
fear and a contrite heart, in order that they may be welcome, like fragrant incense.”
Either humility or contrition has come up in almost every quotation from the
canons. Most parts of the Canons that deal with singing in church, refer to “forcing
nature”, i.e. the loudness and manner of singing. St Meletios the Confessor says:
“Prayer with musical chants and melodies, loudly voiced tumult and shouting is
heard by men; but before God our Maker, the prayer which proceeds from a man’s
conscience and God-imbued intellect stands before God as a welcome guest, while
the former is cast out.” There are choirs which make “loudly voiced tumult and
shouting.” This quotation from St Meletios does not imply that aesthetic beauty is
the only criterion for chanting. A choir needs be as aesthetically perfect as it is able,
because God not only expects, but He accepts only our best. If our best sounds like
“a loudly voiced tumult and shouting.” but it is indeed our best, then God hears
us. It is a matter of ability, but sometimes a matter of taste, which is difficult, even
impossible to discuss.

St Simon, the founder of Simonos Petra Monastery on Mount Athos says that
“at church services we should chant with solemnity and devoutness, and not with
disorderly vociferation.” If we listen to various types of praising God through
singing, we may find some “loud” performances, which are very deep and close
to God in their own manner. Such is the singing of the Don Cossack choir, led
by Serge Jaroff. There is a certain “émigré sentimentality” in their interpretation,
with acceptable and understandable “loudness”, coming from the great tragedy of
being expelled from their own country and the sadness that it produced. Another
acoustic level of that same emotion might be heard in the recordings of the St
Alexander Nevsky Cathedral Choir in Paris. It is not loud, but at some moments
there is a sound close to weeping in their performance. But even with this excessive
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emotionality in sound and expression, it is understandable and produces more
than a suitable interpretation for a church service.

In the singing of the famous St Sergius Trinity Lavra male choir, led by the
famous Archimandrite Matfey Mormyl we may notice certain tendencies, such as
sudden changes in dynamics. But, in the words of one of his students, conductor-
regent Vladimir Gorbik, it is well explained: “When you listen to this choir, only
one thing comes to mind: the triumph of Orthodoxy. He demanded of his singers
a combination of professionalism and spirituality. It is specifically because of this
that you got a completely stunning effect.” One of today’s most appreciated church
choirs, the male choir of Sretensky monastery in Moscow, has a somewhat different
style of performance, more balanced, but also rich in musical expression. Ways of
performance change through time and circumstances, even in the sacred art which
is outlined by the canons of the Church.

I have experienced an unpleasant sound from some church choirs, though they
were singing quite suitable settings at services; and I have also heard prayerful
and spiritually uplifting performances of sacred music in concert halls, where the
spirituality could be heard and felt in the most complex concert settings. It is not
the music itself, the setting, the arrangement or the type of music (unison or four-
part) that uplifts the spirit: it is the interpretation. How skilled and yet how humble
the performer is.

How to sing, how to choose the repertoire for the service? What is suitable,
liturgical, and may it be beautiful at the same time? We may find answers in the
Canons that speak about sacred images (the Council in Nicaea in the eighth century,
which dealt with the iconoclasts, has 22 Canons, and three of them speak about
sacred images). “The composition of religious imagery is not left to the initiative of
the artist, but is formed upon principles laid down by the Catholic Church and by
religious tradition... The execution alone belongs to the painter, the selection and
arrangement of subject belongs to the Fathers.” The Seventh Ecumenical Council,
Nicaea II, set an historic precedent by validating the use of sacred images in our
churches and our homes. But the Church has never established an “official” style
of sacred art. While there have been manuals written for artists by other artists to
guide them in creating sacred art, there is, as far as we know, no written instruction
with the authority of the Church, that dictates how an artist is to create sacred
imagery. The same is true of church music, whose performance too, belongs to the
artist.

It is, therefore, all the more important that the artist who dedicates his or her
gifts to the creation of sacred art, be thoroughly grounded in the faith and the
artistic traditions of the past. It is a mystery, art in the Church. The esteemed movie
director Andrey Tarkovski expressed many times his thoughts about responsibility,
sacrifice and importance of the artist in this world: “The crucial question of man’s
existence is his consciousness of himself as a spiritual being”; or “An artist who
has no faith is like a painter who was born blind”; or “The idea of infinity cannot
be expressed in words or even described, but it can be apprehended through art,
which makes infinity tangible. The absolute is only attainable through faith and in
the creative act”...

Let us remind ourselves of an astounding mosaic from a mediaeval church in
Ravenna (sixth century), where the presentation of Our Lord’s Transfiguration is
quite unusual.
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In some commentaries on the Canons we may find
that “trills and an excessive variation or modulation
in melodies” are not suitable for church services. The
misunderstanding starts when we try to understand
these words literally and without exception.

St John Koukouzelis, the reformer of Byzantine
chant, whose renewed way of chanting endured
until the beginning of the nineteenth century,
enriched and refreshed Byzantine music with the
“papadic” style. It is characterized by its wide
~ 0% melodic scope, described and explained in his book
“The Great Ison of Papadic Chant. This famous
textbook from the fifteenth century was called
the “whip for singers”, because many novelties
in singing and in modulations were difficult to
execute as they required virtuosity. However,
it was suitable for church services, without any doubt, even with ornaments
and modulations. The interpretation is what is important, not the presence of
modulations or orbaments, not the way a chant was composed, whether it is unison
or four-part, or sung by “loud” male choirs. It is about the presence of contrition
and humility in the performance of church music, not about its form or style.

A wholeness that comes from humility and contrition in harmony with
considerable musical knowledge is what makes a good church conductor, as
vividly described in an anecdote: the Serbian Patriarch Pavle, once after a liturgy
said to a young boy at the kliros: You are not a good chanter. The boy replied, self-
confidently: Your Holiness, every bird sings with its own voice. Then the Patriarch
answered: Yes, but in the forest, not in the church.

Father John Meyendorff writes: “In Orthodoxy, theology and art are inseparable”,
and also: “The words and the music together form a whole which is greater than
the sum of the parts in our music”. Therefore, some expressive elements of music,
like dynamics, are not only suitable, but also desirable, if they are done according
to the text and not merely to express someone’s own personal taste. Chanting with
understanding and contrition and submitting ourselves to the text. Choir singers
should submit themselves to the director and directors submit themselves and the
choir to the text.

Should we encourage more participation by the congregation, and if so, how
might this best be accomplished? We understand the reality that some people prefer
to stand in silence while the clergy and choir engage in dialogue. In some churches
it is forbidden to sing with the choir, while in some the whole congregation sings
plainchant. Church conductors sometimes find themselves with a problem, which
is, more or less, a result of the lack of communication with the parish priest. The
priest wants to include more people in the parish life and engage non-singers
in services. He even sometimes invites people to sing who will never come to a
rehearsal. They just show up. That is a nightmare for any conductor. It would be
ideal for church services that those who know the music sing louder and those who
do not sing softer and listen more, so that everyone takes part. But in reality, it is
not easy at all to accomplish. Father Sergei Glagolev says there are three liturgical
sounds: Trained choir (must be rehearsed); entire congregation; and the cantors.

Figure 5. Ravenna mosaics.
(Photograph supplied by author.)
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There is room for everyone, but they must be balanced. Good organization and good
communication between conductor and a priest is needed.

In the past, church music was performed only as a part of a church service. In
modern times, it is also performed at concerts very often. There are pros and cons
with this practice and there are suggestions that I, as a conductor, have also heard
from the clergy, as to which hymns could be sung at concerts and which hymns
should not.

In my opinion, performing sacred music in concerts is an invitation to the divine
service which we send to the audience. At concerts we invite people to church. A
divine service is the only suitable frame for church music. On the other hand: how
can concerts of sacred music serve as real missionary work? Metropolitan Hilarion
(Alfeev), who is also a composer and author of several oratorios on Orthodox texts,
says that he writes concert settings on the texts from the Holy Week services, because
it is necessary to explain in all possible ways the complex meaning of Holy Week
to modern man. Such concerts are real missionary work. And yet, liturgy and
subsequently singing at the liturgy is the centre of a church musician’s life. “Every
service in the Church and every word of liturgical prayer has the potential to become
an encounter with God”, says Metropolitan Hilarion. It is the task of us in the Church
to reveal this to others.

It is not easy to endure being a highly competent musician and a humble person
at the same time, and that exactly is what is required of a church conductor. May this
wise thought — a question asked by Father Milo$ Vesin from the Serbian Church in
Chicago — be guidance for every church conductor in acquiring spiritual dimension:
“Do you have the strength to be but a link in a chain?”
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In talking about conducting and gesture, I hope to discuss the ways in which the
shape of the hand is a reflection of the shape of singers mouths, an awareness of the
impact of posture, breath and relaxation, and to highlight three to four kinaesthetic
tricks that can be immediately applicable to most choirs and their common vocal
technique issues.

In order to make the best use of these ideas, I recommend that the reader cycle
through a few of these ideas, testing them out with their choirs, and then circling
back to understand further the impacts of various kinaesthetic movements on sound.
Additionally, the greatest reflection comes from videotaping rehearsals, and then
watching and noting at which points the sound of the choir suffers and how the
gesture might be adapted to problem solve the vocal issues.

This process is a humbling one. A conductor must first admit that 90% of the
problems in a choir are due to the conductor. However, it can be an encouraging
admission because it also means that most of our challenges with our choirs can be
solved purely by changing our gesture: they can be solved non-verbally and without
any rehearsal! And how many of us struggle with too little rehearsal time? A true
process of self-reflection can improve the choir without any rehearsal time involved;
not that I am advocating for no rehearsals — I am merely being realistic.

Choirs must be taught to watch conductors. While this may sound obvious, many
choirs have learned to do one of two things: they watch the conductor and sing what
they see (sometimes with beautiful results) or they have been taught not to watch the
conductor. This second statement might sound foolish, but it is all too common. If a
choir is verbally taught to sing a certain way but that is contradicted consistently by
the gesture of the conductor, the choir will eventually teach themselves not to watch
(e.g. “sing more smoothly and connectedly through this phrase” while the gesture
remains choppy and disconnected).

Additional risks can follow teaching your choir to watch. The person on the podium
becomes a mirror for the choir in nearly every way. The choir will mimic tension,
breathing and posture almost involuntarily. This places a great deal of responsibility
on the conductor to be aware of every facet of his or her body when conducting —not
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just the hands and arms. Conducting therefore becomes a challenge not just for the
external body, but for the breath, and also the mind. So often when the choir begins
to struggle, the conductor, out of frustration, will introduce tension into the body,
which will immediately be reflected by the choir and sound. When this happens,
the problems invariably worsen. Instead, when the choir begins to struggle, the
first step of the conductor should be a self-check. Am I breathing low? Is my body
relaxed, or have I introduced tension into myself, and through me, to the choir as a
whole? What do I need to do to re-centre and refocus myself, my gesture, and the
sound of the choir? I will not suggest that this is an easy task for any of us. But it is
one that gets easier with time and practice.

While breath is another important consideration for a conductor, I will not go
into too much detail about correct breathing techniques or even too many exercises
to improve breath control. There are endless examples to be found online and in
choral method books. But I would like to take a few moments to consider that there
are hundreds of different types of “correct” breaths, and there is great value in
understanding how your gesture for the breath can set up singers for success.

Consider the following needs for your choir when thinking about the breath
they need: Is the coming phrase low or high in the voice? What is the tempo? What
is the first needed vowel? If the choir is going to sing “To Thee, O Lord” the breath
can be taken almost as if sipping quickly through a straw, creating a lifted space in
the mouth, and an “00” vowel on the lips. When preparing for “Alleluia” a breath
which creates a lifted soft palate is needed so the vowel is prepared with a tall “ah.”
Without a unified vowel, even as early as the breath, a blended in-tune sound is
much more challenging. This can be practiced with a kinaesthetic gesture for both
conductor and singer. Have the choir imagine holding a large rubber band, and then
stretch it vertically, one hand towards the floor and the other to the ceiling. Have
them mirror you stretching the band as they (and you) take a breath in the shape
of an “ah.” This will help create a lift in the soft palate on the breath and set up the
shape of the mouth for Alleluia. If this is done several times, the choir will begin
to set up a kinaesthetic memory for the gesture, and their muscular response to it.
This allows you to draw on this gesture when conducting to produce that reaction
from the choir. It can be subtle and still effective. One other consideration should
be the tempo of the piece you are about to sing. A quick-paced Antiphon asks for a
quick breath, while a Cherubic Hymn should begin with a focused, relaxed breath.
Nothing will derail an entrance faster than a breath which does not match the tempo
of the music.

Finally, as you consider both the breath, and the start of a piece, study carefully
the shape of your hand and the way it affects the sound of the choir. This is, once
again, where video will give the conductor the best feedback. The shape of the hand
will often inform the shape of the mouth - literally. So begin a hymn and notice if
the hand is flat, arched, lifted etc. And notice what the sound does as a result. There
are many right answers here, and it is really about what sound a conductor wants
from the choir at any given moment. To dig rather deeper here, take a single, simple
response, and conduct it in three different ways. Conduct it ten different ways if
you can. It is not for anyone to dictate the right or wrong choice here, but for the
conductor to explore which gesture draws out the sound that they desire. Only once
you know your options can you make an informed decision moving forward. Then
search for consistency.
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Begin with a simple response, e.g., Lord, have mercy. Conduct the refrain several
times, playing with different gestures. Try a higher arm position, lower arm position,
placing gestural weight on different words and syllables, sharper motions, and
smoother motions. Encourage the singers to watch carefully and to match the gesture
of the conductor. It is hoped that this will demonstrate two things: First, the conductor
can watch back the different versions and note which helped create the best overall
sound. Second, the singer will be actively engaged in watching the conductor.

While this overview is brief, the hope is that with practice, a choral director can
begin using reflective practices to notice and inform the way his or her gesture can
directly impact the tone of a choir. Additionally, the more a choir can be taught to
watch, the more value the gesture has. Use of kinaesthetic tricks can create a common
vocabulary between you and your choir. While you might use the “rubber band”
stretch to create an “ah” breath in one place, that same gesture, once learned by the
choir, can appear in other places with a similar impact. The more kinaesthetic tricks
used, the more the options a conductor has to solve problems in real time as they arise.
Above all, be mindful of the fact that the conductor is a mirror in every way. Your
stress is their stress. Your tension is their tension. But fear not, because it also goes the
other way. Your joy is their joy, and your energy is their energy. Your prayerfulness
is their prayerfulness. When you step in front of the choir, remember always that the
work you do is work for God. If you can remain mindful of that, the choir will find
themselves wrapped up in prayer through every word they sing. “Serve the Lord
with gladness. Come before his presence with singing.” (Psalm 100)
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IN MEMORIAM
KATY ROMANOU

(B. ATHENS, 3 AUGUST 1939 - D. ATHENS, 22 MAY 2020)

The year 2020 has proven particularly challenging for most of us, in one way or
another. It was during this year that the distinguished Greek musicologist Katy
Romanou lost her battle with the greatest challenge with which she was ever faced.
An incredibly dynamic, even if low profile, woman, she died aged 80 after a short
illness, on 22 May, in the midst of the pandemic yet untouched by it. It was simply
impossible for Katy to remain inactive, and her absence in the musicological world
has been deeply felt.

Katy received her musical and musicological training in Greece and the USA.
She studied the piano at the Athens Conservatoire. At the age of 20 she started
touring the world as a member of the chorus, music instructor and drummer of
the Peiraikon Theatron of Dimitris Rondiris. If her love for travel did not originate in
that experience, then she was surely at home during those summer tours in Europe,
Asia, Canada, USA, Central and South America for ten years. It was during one of
those tours that she made the decision to stay in the USA and study musicology
at Indiana University Bloomington. Her five-year training at that prestigious
institution earned her a Master of Music in Musicology and laid the ground for
the independent spirit of her musicological research. Her influential, annotated
translation of the Great Theory of Music by Chrysanthos of Madytos dates from
the years of her Master’s studies at Indiana Bloomington. The ambitious objective
of this project, namely to identify the sources of Chrysanthos’s work, in order to
establish its connection with the ideology of the Enlightenment, is indicative of the
wide perspective of her musicological enquiries, which characterizes her work as
a whole. Her translation of the treatise has attracted the attention of many scholars
and it was only natural that it would eventually be published, as it was, in 2010, by
the Axion Estin Foundation.

Although widely acclaimed as a scholar of art music, Katy showed a genuine
interest in Byzantine music early on. In order to gain a better insight into this
tradition, while in Athens, she approached Markos Dragoumis to teach it to her.
It is in Greece that she also completed her musicological studies, at doctoral level,
with a thesis supervised by Giorgos Amargianakis, entitled ‘Greek Journals as a
Source for the Study of Modern Greek Music’, which she completed in 1993. This
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was the basis for her seminal two-volume monograph Wandering National Music
1901-1912. Greek Music Periodicals as a Source for the Research of Neo-Hellenic Music,
which was put out by her dedicated publisher, Cultura, in 1996. This was one
of the first extensive studies of musical life in Greece and it remains one of the
most substantial works in the field, particularly because it looks at music as a
unified cultural space, where art music coexists and interacts with Byzantine and
traditional music. Its emphasis on institutions and cultural agents, rather than
composers and works, also places it ahead of its time.

In her capacity as musicologist, Katy worked in multiple contexts. For several
years (from 1974 until 1986) she was music critic for the prestigious Athenian
newspaper Kathimerini. Between 1975 and 1981, she was producer of a series on
the Third Programme of the Greek Radio and Television while Manos Hatzidakis
was director of that institution. She also taught history of music in various
conservatories (including the Athens Conservatoire), the State School of Dance,
the Greek Open University, the National and Kapodistrian University of Athens
(where she held a permanent Professorship from 1994 until 2009), and after her
retirement from the latter, at the European University of Cyprus for ten years. She
supervised numerous doctorates, thus planting the seeds of her thought on Greek
soil. During her tenure at the University of Athens, she was Principal Investigator
of several research projects, on topics that ranged from the Corfu Philharmonic
Society, the church polyphonic music of Corfu and Crete, to Greek art music,
including its relationship with Serbian music (in collaboration with musicologists
from the Institute of Musicology of the Serbian Academy of Sciences and Arts).
The latter project remains one of few intercultural approaches to Greek art music,
and led to the publication of the collected volume of essays Serbian and Greek Art
Music: A Patch to Western Music History (Intellect Books, 2009).

Katy was an extremely prolific writer. Apart from the three books already
mentioned, her publication list includes the only existing comprehensive
monograph on Greek art music, entitled Greek Art Music in the Modern Times
(Cultura, 2006 — an earlier, shorter version was published by the same publisher in
2000 under the title A History of Neo-Hellenic Art Music). Two collaborative books
complement her contribution to the study of Greek music: one focusing on music
at the Olympic Games over the period 1858-1896 (Ministry of Culture/Cultura,
2004), and the other on her findings from the research she conducted in Corfu
relating to the local Philharmonic Society (Cultura, 2004). And so do numerous
journal articles and book chapters, on a wide range of topics associated with
Greece, published both in Greek and international publications.

Although she is mostly known for her writings on Greek art music, the scope
of Katy’s research and publications was much wider. For start, she was one
of the first researchers of Greek music to maintain a comparative perspective,
looking across cultural boundaries that have traditionally separated art forms
(both “high” and “low’), as well as geographical borders. Her contribution to the
Greek-Serbian project mentioned above is only one of several examples of her
interest in unearthing complex historical and cultural relationships. Moreover,
her publication list covers topics as diverse as music historiography, Italian opera,
Guillaume du Fay, Guillaume de Machaut, Bach and aspects of twentieth-century
music. I was able to witness first hand her broad-minded approach and her
impressive command of several aspects of music history when we collaborated
on the edited volume Musical Receptions of Greek Antiquity: From the Romantic Era to
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Modernism (Cambridge Scholars Publishing, 2016). Personally, I feel that the value
of her work lies especially in her genuine interest in history, with an emphasis in
politics, combined with her deep understanding and love for music. Those who did
not have the chance to know her can sense this love and lifelong commitment to
music in the work that she left behind. For those of us who were fortunate enough
to know her as a teacher, colleague and friend, Katy will remain a unique role
model and source of inspiration.

Katerina Levidou
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IN MEMORIAM
DIMITRIJE 1. STEFANOVIC

(1929-2020)

Born in Panéevo on 25 November 1929, Dimitrije Stefanovi¢ graduated in English
language and literature in 1955 at the Faculty of Philosophy, University of Belgrade
and in the history of music at the Belgrade Academy of Music (1956). At Oxford
University he finished his MA (1960) and PhD (1967) studies, supervised by Professor
Egon Wellesz (1885-1974). During his postgraduate studies Stefanovi¢ also worked
with other Byzantinist musicologists, such as Henry Tillyard and Oliver Strunk. As
a lecturer at and participant in numerous international gatherings and congresses,
he was a guest at many universities in Europe and America. He gave a great many
lectures on Orthodox and especially Serbian Orthodox church music and hundreds
of popular lectures for different audiences in the country and abroad: at twenty
Yugoslav-German choir weeks (1971-1991), nineteen Summer Spiritual Academies
at the Monastery of Studenica, as well as many Summer Schools on Church Chant
“In Memory of Kornelije Stankovi¢”.

His spent his working career at the Institute of Musicology of the Serbian
Academy of Science and Arts, where he held all possible research positions, from
research assistant to the equivalent of a full research fellow (1958-2000). He was
director of the Institute of Musicology of the SASA for two decades (1979-2000).

He was regular member of the Serbian Academy of Science and Arts/Department
of Social Sciences as a corresponding (1976) and full member (1985). Stefanovi¢ was
also a member of other academies: the Yugoslav Academy of Sciences and Arts
(Zagreb), 1986 and the Slovenian Academy of Sciences and Arts Ljubljana) 1987. He
had an important role at the Matica srpska (Novi Sad) being a member of Executive
and Managing Boards and Secretary of the Department of Stage Arts and Music
(1991-2004), as well as Vice President (2004-2012), and he retained his membership
of the editorial board of the Matica Srpska Journal of Stage Arts and Music. He also
took positions at the Serbian Academy of Science and Arts as a General Secretary
(2007-2015), Secretary of the Department of Social Sciences (since 2017), Chair of
the Expert Council of the SASA Archives; and member of the Expert Council of the
SASA Archives at Sremski Karlovci. Stefanovic served as a menber of several other
SASA boards: the Board for Szentendre, since 1976; the Board for the Dictionary
of the Serbo-Croatian Standard and Vernacular Language, since 1972; the Inter-
departmental Board for the Third Millennium, since 1982; the Inter-departmental
Board for the Study of Kosovo, since 1983; the Inter-departmental Board for the
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History of Serbian Music (President since 1979); the Board for Old Slavonic, since
1982; and the Board for the Study of Ethnic Minorities and Human Rights.

His research concentrated primarily on the study of Orthodox Church Music -
Byzantine and Old Slavonic. He focused particularly on the discovery, transcription,
critical evaluation and publishing of mediaeval documents. As a consequence of the
results of this research the date of the written beginning of Serbian music moved back
to the early 15" century. Stefanovi¢’s scientific work was always connected with active
music practice through public performances of the newly discovered melodies as
well as recording the living church tradition. Beside two hundred published studies
in Serbian, English, German, French and Russian, Stefanovic edited three volumes of
Karlovci Chant notated by Branko Cveji¢. He also edited collections of works from
international conferences, and reviewed a series of musicological monographs and
collections.

Stefanovi¢ was constantly active as a choir conductor, mostly in connection with
the early monophonic church music and contemporary church choral repertoire. He
led the famous Pancevo Serbian Church Singing Society (from 1950) and occasionally
the First Belgrade Singing Society and the choir of the St Sava Theological School in
Belgrade. He was assistant conductor of the Branko Krsmanovi¢ Academic Choir
and leader of the Belgrade Madrigal Choir.

He founded and until his last days led the Study Choir of the Institute of
Musicology SASA (1969), performing in all the main centres of the former Yugoslavia
and in many European countries. For the first time he performed music from newly-
discovered manuscripts of old Serbian music (Kir Stephen the Serb, Isaiah the Serb,
Nikola the Serb) and mostly unknown Byzantine, Bulgarian, Russian, Gregorian and
Glagolitic church melodies as well as Orthodox choral music of the 19" and 20"
centuries little or not at all known within Yugoslavia. With this choir he published
several long-play recordings, compact-discs and TV programmes. In parallel with
the concert activities, the Study Choir of the Institute of Musicology SASA sung at many
church services in Orthodox churches and monasteries in Serbia and abroad.

Stefanovi¢ was devoted to the restoration of Velika Remeta monastery, where
he prepared the exhibition “Old Serbian music and the Fruska Gora monasteries”.
Although he did not teach at any university, he spent innumerable hours with
younger colleagues and students, always ready to help and encourage learning and
research work.

Stefanovi¢ was awarded the Saint Sava Medal of the first degree (1990), decorations
from Russian and Romanian patriarchs, the Cross of Merit of the Federal Republic of
Germany (1991) and the golden badge of the Jeunesses Musicales of Yugoslavia. In
2018 he received the “Dositej Obradovi¢” award.

Many pupils of Dimitrije Stefanovi¢ — today Serbian priests, bishops, monks,
church and academic musicians all over the world — spread his passion for the
Christian faith and church music. Wherever he travelled he met these people,
and from high academic circles, church choir balconies or school classrooms they
together shared his love for old and new church music, for church services, for the
art of chanting and choral conducting, and, finally, for God Himself. Many of them
witness that he was a bishop in civil clothes.

A few personal evocations, first from the Serbian Bishop of Eastern America
Maxim Vasiljevic:

Was he a great man? Truly Christian? Fine academic? Honourable musicologist? Yes,
All that. But in his own way, Dimitri’s way.... In that same way he taught the students of
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the Theological school about the things that other teachers could not or did not dare
to speak. The definition of faith as an endless fascination with God. He spoke about
Mount Athos and how the Monastery of Hilandar is the essence of Serbian spirituality.
He spoke and “burned” everything around him with that flame.

.... In his Dimitri’s way he taught his singers to respect the centuries-long Tradition of
the Church. In his Dimitri’s way he introduced them to authentic faithful people from
the Serbian Monastery of Remeta to Greece and Russia. He taught them to have respect
for the West and not to write it off with only one written gesture... In his Dimitri’s
way..... Sometimes his kind of peacefulness towards some people looked like piety and
strong spirituality but was misunderstood as romantic sentiment or emotion. Being as
he was, the earth did not enable him to live in the sky — all his long and fruitful life. In
his Dimitri’s way.
Teacher of church music and former Moscow student Predrag Miodrag, who was
Dimitrijev’s pupil in the late 1960s, remembers especially the professor’s connections
with England, with all the Serbs (mainly anti-communists who escaped to return
to their homeland), Russians (mainly White) and English Benedictines. Memories
of the late Metropolitan Anthony Bloom with his wonderful Russian choir led by
Father Michael Fortunatto, or the female Anglican Benedictine Monastery of St Mary
in West Malling between London and Canterbury, represent magnificent Christian
feelings and a never-ending song. Thanks to Professor Stefanovi¢’s mission and
love, in those places even today one can hear the sounds of Russian and Serbian
Orthodox church music.

I met him in 1988 at his office in the building of the Serbian Academy of Science
and Arts and very quickly I became a member of his choir, coming regularly for
rehearsals on Monday evenings. The moment I first saw him, I knew that he was
going to be my “spiritual father”. Afterwards, under his patronage at the Sremski
Karlovci Summer School of Church music (1992) I conducted the Liturgy of St John
Chrysostom by Kornelije Stankovi¢, 120 years after it was in use in the Serbian
Church. For every important concert of my St George’s Cathedral Choir from
Novi Sad I spoke with him about the programme or other crucial elements of this
wonderful art. He was extremely pleased when I conducted a programme entitled
“Sacred Songs of Serbia” with the famous Cappella Romana in 2014 in Portland
and Seattle, in the USA. When I launched my book Liturgical and Artistic Elements
in Serbian Sacred Choral Music between the two World Wars (1918-1941) based on my
Ph.D thesis from 2015, he gave a memorable speech about difficult time we are all
living finishing with a fascinating sentence which everybody present that evening
remembers: “We Can Manage It!”

He was a wonderful teacher whose energy went over and over again through
me for many years as we sang at church services or shared ecstatic experiences at
different concerts. The special feeling of extreme spiritual concentration, when you
could sense the strange not-from-this-world reality and the prayerful tenderness he
used to call naitije during the most delicate moments of the service, is something I
always understand as a special gift those of us gathered around Professor Dimitrije
had the privilege to receive. I was fortunate enough to have him as my beloved
teacher. I will always remember his absolutely unique personality, so original, and
certainly blessed by God.

Dr Bogdan Dakovi¢
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There is a popular perception amongst the Orthodox that emotion has no place in
liturgy, though this is something that is, in turn, almost completely undermined
by instinctively emotional reactions to liturgical music of various kinds, to
hymnography, to homiletic discourse and, indeed, to aspects of liturgical ritual
itself (I am thinking, for example, of the burial procession of Christ on Holy Friday).

This remarkable book seeks to understand
compunction as a “liturgical emotion”, enacted
through embodiment precisely through
chanted hymnology as mystagogy. In order to
do this, Andrew Mellas, who is Senior Lecturer
in Byzantine Studies at St Andrew’s Theological
College, Sydney, concentrates on hymns for
Great Lent and Holy Week by Romanos the
Melodist, Andrew of Crete and Kassia the nun.
It is divided into five chapters and a conclusion,
three of the chapters dealing with each of these
hymnographers systematically and prefaced by

a substantial introduction and a discussion of Liturgy and the Emotions
“The Liturgical World of Compunction”. in Byzantium

The Introduction is neatly sparked by a Compunction and Hymnody
quotation from St Basil the Great concerning Andrevilio

the way in which compunction is given or
withheld, and there follows a clearly-written
and often revelatory appraisal of the way in
which the theme has been dealt with by other scholars. Particularly important,
it seems to me, is Mellas’s acknowledgement that “(...) I eschew Hinterberger’s
methodology, which approaches emotions in Byzantium as “ideational” constructs
rather than embodied phenomena” (p. 15), since this is a foundational aspect of
the book’s aims and scope. There is a very pungent section on the limitations of
much scholarship on hymnography which ought to be read by anyone venturing
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into this area, and which begins by reminding us that “[...] an authoritative and
comprehensive monograph on Byzantine hymnography is yet to be published” (p.
16).

Chapter 2 is entitled “The Liturgical World of Compunction”, and focuses in
particular on Hagia Sophia. There is a detailed discussion of the interrelationships
between liturgy and the emotions in Byzantium and the way in which this is
manifested through sacred song and understood in the liturgical commentaries
of Dionysius the Areopagite, Maximus the Confessor and Germanos of
Constantinople. As Mellas notes after his analysis of Maximus’s insistence that
“the performance of the eucharistic mystery [...] can transform the human person
into theology itself”, “[t]he relationship between cognition and emotion portrayed
here can be a bewildering one for the modern world” (p. 55), and accordingly
explains the Byzantine understanding of this against the background of earlier
Greek thought, and deepens it with a discussion of affective mysticism and a
final section on “Great Lent and the Triodion as the Liturgical Framework for
Compunction”, concluding neatly that, “[u]nlike the discursive thought of patristic
texts ad exegetical treatises, the performativity of hymns dramatised the adventure
of salvation as a personalising narrative in the sacred space of liturgy, which was
the habitus of compunction” (p. 70).

The third chapter is devoted to Romanos the Melodist, and more specifically
his kontakia and the way they would have been performed during the period of
Great Lent. Regarding this topic, I should note that, though the frequent use of
the word “performance” and related terms may be disturbing to some, it reflects
an increasing area of scholarship on these matters and also accurately describes
without undue circumlocution what is in fact taking place when liturgy is enacted
by means of chanting. This clears the path for an illuminating discussion of the
way Romanos deals with the themes of compunction and repentance in his work,
and then relates it to Biblical exemplars of compunction. Again, Mellas notes the
intensity of the collective and individual experience that the hymnographical
treatment of the in the kontakia might produce: “[Romanos’s] hymns sought to
harness the iconic nature of the liturgy to incite a profound experience that could
shape Christian personhood” (p. 94).

Thisis followed by a discussion of compunction and the eschaton, and a thought-
provoking section on the musical dimension of the kontakia. One might wish this
to be longer, especially perhaps in the section dealing with the patristic attitude
towards music, but it is true that Mellas acknowledges right at the beginning the
difficulty of the task, and too much speculation would be unhelpful.

Chapter 4 deals with Andrew of Crete, and more specifically the Great Canon.
Mellas reminds us that there is, astoundingly, no modern critical edition of this
monument of liturgical poetry available, and accordingly he has recourse to three
of the earliest manuscripts of the Triodion. The aim of the chapter is to reimagine
the way in which the Canon would have been performed in Byzantium, and to that
end there is a prefatory discussion of the place of the genre in the hymnography of
the time, of manuscripts, editions and translations and the liturgical context, but
the intangible object of the study is always returned to: “Feeling liturgical emotions
was an extension of the Eucharist, a perpetuation of the mystery where creation
communicated with the uncreated and was deified” (p. 138). It would be easy to
imagine this particular chapter expanded to become a monograph in itself.
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Kassia is the subject of the fifth chapter, and inevitably in this context, her famous
sicheron idiomelon for Holy Wednesday (most commonly known as the “Troparion
of Kassiani”). Mellas again discusses the liturgical contexts and the manuscripts
before moving on to a masterly examination of the text itself and the way in which
its performance could provoke compunction. In many ways his comments here
resume the entire aim of the book:

The performance of Kassia’s hymn opened a liminal space, where personal
contemplation and the collective song of the faithful converged. Singing the hymn
became a liturgical act that could mirror and transform the emotions of the singer’s
soul. Words and melody invited the faithful to contemplate the striking paradox of
how, in the depths of darkness, amidst the eros of sinfulness, Kassia’s protagonist
senses the divinity of the Logos and feels compunction. (pp. 165-6)
This is a striking description indeed, and could only come from someone who is not
merely a liturgical historian or theologian, but a practicing musician with a deep
knowledge of the liturgical life of the Church. Mellas’s book will be of fundamental
importance, then, not only to those working in these fields, but to any Christian
seeking to understand the way in which what we experience in the liturgical moment
embodies the eternal and transforms the worshipper.

Ivan Moody
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	The New Method reformation was closely connected to the process of exegesis, which literally means “interpretation”. Through this process, a nineteenth century exegetes (i.e. interpreter), using the new notational system, wrote down the way in which the chanters of his era used to perform compositions notated in the old
	system. The result of this process – also called exegesis – can help us to see clearly the contrast regarding the number of notes indicated by the two systems                                (see Ex. 1).
	The belief of the invariability of Byzantine melodies is implied by Chrysanthos in his theoretical treatise, while Constantinos Psachos and later Gregorios Stathis developed and transformed this idea into a scientific position. Since the term exegesis was widely used by post-Byzantine composers from the seventeenth century onwards, these scholars claimed that this term had diachronically the very same meaning as a process of transcribing a single invariable melody in a more analytical way.
	Great Doxologies form a group of compositions that belong to the papadic genre. Their current compositional style was established in the early seventeenth century by Melchizedek, Bishop of Raidestos. Until the New Method era, many Great Doxologies were composed by various chanters, who wrote them down in the old system. Some of them were “interpreted” in the new system by various exegetes.
	According to the previous position, the melody indicated by the exegeses of the old Doxologies should be identical to their original melody, which would remain unchanged. In order to examine this theory, we compared two old Doxologies recorded in Partes notation in the mid-eighteenth century (coming from Sinai 1477), with their nineteenth century exegeses in the New Method. Their melody should be identical. Surprisingly, we observed that the two versions of both the Doxologies show marked differences. Furth
	These observations led us to the general suspicion that the interpretation of the old notation was evolved through time and acquired more than one possible variations. In our research, we attempt to examine thoroughly these observations in order to interpret the ambiguity of the Old Method in the early nineteenth century, focusing exclusively to the development of how the Great Doxologies were sung from the eighteenth to the nineteenth century.
	On the one hand, we observed that all the copies of each Doxology are almost identical regarding the Interval signs, i.e. their melodic skeleton (metrophonia). On the other hand, we noticed some differences regarding the use of the subsidiary signs: In the various Mss, a given intervallic figure would be accompanied with either different subsidiary signs or the same subsidiary sign but with different a colour (red instead of black and vice versa) or no subsidiary sign. Nevertheless, our general impression i
	In order to deal with this, we split the various exegeses of the Doxologies into phrases. We then juxtaposed each phrase of each exegesis and compared them by two. Finally, we counted the number of times the starting points of neumatization coincided (see Table 2). The deviation between the various exegeses suggests that there is no exact indication in the Old Notation for starting neumatization. Exegetes choose their starting point intuitively and subjectively.
	Our general comparison was based on the two well-known statistical methods, ANOVA and T-test, through which we concluded that the differences between the general textures of the various exegeses are not statistically significant. As may be seen in Table 3, the average ratio for all the exegetes is about two beats per syllable. That means that all the exegetes consider old Doxologies having a general neumatic character clearly distinct from that of the syllabic Doxologies (usually called syntomes, i.e. short
	During the analysis of Sinai 1477, we found some melodic movements very different from those indicated by the tradition of the old manuscripts, as well as some strange mistakes in the texts. These observations led us to the conclusion that this manuscript is the result of a record by the scribe of a chanter singing (at least some of) the pieces by heart, including the Doxologies. Since Velichkovsky had close relations with the Holy Mountain, the source of the scribe could be an Athonite monk.
	Doxologies from Sinai 1477 will be compared to their New Method exegeses made by Chourmouzios. Hence, we had the idea of transcribing the partes versions into the New Method in order to make the comparison more tangible. To carry out our transcription, we have taken into account previous transcriptions of Kievan scores into modern staff notation, the way current chanters interpret Kievan notation in actual performance, as well as some theoretical approaches from the previous centuries.
	Firstly, we checked transcriptions made by eight different scholars. Five of them transcribe the Kievan tactus as a minim (Pichura, Simons, Sibiryakova, 
	Ignatenko, Kachmar), while the rest transcribe it as a crotchet (Dragoumis, Rolando, Makris) (see Table 5). Even the same Ms is found transcribed in both ways by different scholars. 
	Beyond current approaches, we also took into account elements from the theoretical treatise “Music Grammar” written in 1677 by Nikolay Diletsky, where the sign  is described as “the tactus” that needs “two ‘calmly’ hand movements (one up, one down)”, thus corresponding to one minim with a relatively slow tempo. This information is repeated two centuries later by Nikolai Mikhailovich Potulov, who makes a further distinction between “the tactus of the beginners”, 
	which has four movements for educational purposes, in contrast to the actual “tactus of the chanters”, which includes only two movements.
	Moving on to the transcription of the Doxologies recorded in Sinai 1477, we had two options: either to follow a double tactus and somehow indicate a ‘cut time’ (which is actually a very quick tempo), or to keep a single tactus and keep a normal or relatively slow tempo (according to Diletsky). The first option is very unusual in current New Method tradition, appearing exclusively in kratemata and in some chants for the Liturgy of St Basil, and never in Doxologies. A doubled-tactus score would also tempted a
	Extra melismata are found exclusively in seven phrase-endings of Melchizedek’s Doxology, some of which are similar to melismata written elsewhere in the original Old Method manuscript (see Εx. 8). 
	The most obvious difference between the two versions is found in their texture. While in Chourmouzios’s exegeses all the phrases are mainly neumatic, Sinai 1477 versions have many purely syllabic phrases (see Ex. 9). Specifically, 25.3% of the phrases in Melchizedek’s Doxology and 13.3% in Chrysaphes’s Doxology are syllabic. 
	The textural differentiation of the two versions is displayed in Tables 5 and 6, the horizontal line of which presents the number of beats, while the vertical one presents the number of syllables.
	1. There is no indication for beginning neumatization in the Old Method. 
	2. Moving from the eighteenth to the nineteenth century, we observe a development from a mixed syllabo-neumatic to a mainly neumatic style in the way of chanting Doxologies based on the same Old Method score. This development most likely led to the creation of the two distinct styles of chanting and, consequently, composing Doxologies (as well as of other genres): the syllabic style called syntomon (i.e. short) and the neumatic style called argon (i.e. slow). 
	3. In our analysis of the various versions of the Doxologies, we spot three different features, the flexibility of which determines the whole temperament of each version: 
	a. the interchangeability between syllabic and neumatic approach, 
	b. the addition of extra melismata at the end of some phrases, 
	c. the choice of the point where neumatization starts. The mid-eighteenth century chanter of Sinai 1477 is flexible in all features. Early-nineteenth century Athonite exegetes follow this tradition except for the interchangeability, while Gregorios and Chourmouzios, attempting to be more systematic and faithful to the Old Method score, show flexibility exclusively in starting neumatization. 
	It can be reasonably assumed that a semantic shifting of the term exegesis occurred at the end of the eighteenth or the beginning of nineteenth century. For the hypothetical Athonite chanter of Sinai 1477, practicing exegesis seems to mean a kind of musical elaboration of the indicated by the old notation melody, based on subjective aesthetic criteria, perhaps in combination with local traditional techniques, or vice versa. This elaboration includes partial neumatizations and addition of extra melismata at 
	In addition, during our research, we developed two ideas that need further examination: Firstly, we suspect that in eighteenth century, some syllabic or mixed syllabo-neumatic pieces were chanted very slowly. This gradually led to re-analysis of their tempo, and thus a very slow tactus became two very fast tacti. This new very fast tempo became normal and gave space to the development of ornamentation. Thus, a new style of interpreting the old pieces emerged. This can be detected in a few chants that are fo
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